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PREFACE. 


THE object of this book is to give the student a working 
vocabulary of chords for the harmonizing of melodies in the order 
of their practical value and harmonic importance. The author 
has endeavored to encourage the student to use his ever-increasing 
chord material,— not so much by warnings against what is bad, as 
by examples of what is good, as musicians understand it, and by 
maxims deduced from such examples. 

This book is not intended to deprive the teacher of his occu- 
pation, but rather to furnish him with useful text and material, 
systematically arranged, which he is to illustrate and elucidate as 
much as is necessary. To this end copious references and elab- 
orate explanations of details have been avoided so far as is 
consistent with lucid statement. 

The student is supposed to have already a rudimentary knowl- 
edge of the intervals, scales and chords given in the introduction. 
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UN APR CVGIOLE MORNE 


SCALES, INTERVALS, AND CHORDS. 
MAJOR SCALES. 


The succession of tones C D E FG A B C, called the scale of 
C major, or natural scale, is the form on which the major scales 
of all other keys are modeled. The distance between the tones is 
as follows: 


Ore Oe ete Ce te ete Date CC. 
Pom eer ee 4 ey DOr eal tc 


That is to say, between 3 and 4, 7 and 8 are half tones; between 
all the others consecutively, whole tones. 

The names of the degrees or steps of the scale are: tonic, 
supertonic, mediant, subdominant, dominant, submediant, and lead- 
ing tone. The major scale is called diatonic, i.e., it progresses 
from degree to degree throughout its compass. 

While only the signatures of seven sharp and seven flat keys 
are used in practice besides the natural one, the major scale may be 
formed on any given tone by the use of double flats and sharps— 
twenty-six keys in all. 

To form a major scale on any given tone write the following 
formula over the keynote, here indicated by x: 


eee ote OPT 1 8 


and then fill in the notes required by the fractions. 


MINOR SCALES. 
The harmonic minor scale differs from the major in that its third 
and sixth degrees are minor instead of major. The diatonic suc- 
cession is therefore: 


ete? dette 1516 F Tid 8 


(1x) 
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This scale contains the same tones (with the exception of the 
leading tone) as the major scale whose keynote is its third, and 
is therefore nearest to it in point of tonality. Hence the term 
relative or parallel keys. The minor scales are formed in the same 
manner as'the major, using the above formula. 

The melodic minor scale is not used, strictly speaking, for 
harmonic purposes (see Lesson 40), but may be here given as a 
matter of general knowledge. Its sixth and seventh degrees are 
major in ascending and minor in descending, the third of course 
being minor in both cases. 


eae 


INTERVALS. 


The difference in pitch which separates two tones, whether in 
combination or succession, is called an interval. This term is 
also applied to the association of the tones themselves in regard to 


pitch; i.e., we say that ; —2— F to C isa fifth, whereas we mean 


that the distance between them is a fifth. 

Intervals are counted upward from the lower to the higher, and 
are named 

First, from the number of degrees of the scale which they 
occupy, and 

Second, from the number of tones and semitones which they 
contain. 

Thus to find the general or numerical name of any interval we put 
ourselves into the major key of its lower tone. Its higher tone then 
occupies the degree of the scale from which the interval is named; 
thus, 


Fifth. Fifth. Fifth. Fifth. 
Fa 2 po aa tz =F = [| 
D a C a po 
Second. Third. Fourth. Fifth. Sixth. Seventh. 
Oe 
27 -B- -B- -O- -O- ee 


The general or numerical name of intervals applies to their vészble 
difference in size, and is not affected by any number of accidentals 
before their lower or upper tones. 
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The sfeczfic name of intervals refers partly to the chromatic modi- 
fication of the diatonic (normal) intervals of the scale, and partly to 
their qualities as concords and discords; thus, 


Fourths | 
Fourths ’ 
Fifths are called perfect, being consonant. 


Octaves 


Seconds 
Thirds 
Sixths 


I are called major or minor, according to size. 
Sevenths 


Any interval may be expanded by accidentals into an augmented, 
or contracted into a diminished interval. 

A perfect or major interval is augmented by one chromatic semi- 
tone. 

A perfect or minor interval is diminished by one chromatic semi- 
tone. 


Notr. A second or ninth when diminished is called enharmonic—that is, two 
different notations of the same pitch. : 


A major interval is diminished by two chromatic semitones. 
A minor interval is augmented by two chromatic semitones. 


Perfect. Augmented. Minor. Diminished. Major. Diminished. Minor. Augmented. 
maa) pe ey 
2 Ze z 
a eee eee 
Fa — 9 b5 
-O- -O- a a 


All the natural (normal) intervals of a major scale, counting up- 
ward from its tonic (keynote), are either major or perfect. 
Intervals greater than the ninth are named the same as those within 


the compass of the octave. 
The concords and discords are classified as follows: 


Perfect unisons 
Perfect fourths 
Perfect fifths 

Perfect octaves 


perfect consonances. 


Major and minor thirds 


: ; imperfect consonances. 
Major and minor sixths P 
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Major and minor seconds 
Major and minor sevenths dissonances. 
and all augmented and di- | 

minished intervals 


Dissonances must be resolved, i. e., followed by consonances. 
By inversion 


Octaves Unisons. 
Sevenths Seconds. 
Sixths Thirds. 
Fifths t become | Fourths. 
Fourths Fifths. 
Thirds Sixths. 
Seconds | Sevenths. 
Unisons } | Octaves. 


Major intervals become minor. 
Minor intervals become major. 
Augmented intervals become diminished. 
Diminished intervals become augmented. 


.But Perfect consonances remain perfect consonances. 
Imperfect consonances remain imperfect consonances. 
Dissonances remain dissonances. 


To find the name of any interval: 

Regard the lower tone as the tonic (keynote) of a major scale. 
Count the degrees to the upper tone. If the upper tone corresponds 
to the diatonic degree of the scale, the interval is either major or 
perfect. 

If it is greater by a half tone the interval is augmented. 

If it is smaller by a half tone the interval is diminished or minor. 

If it is greater by two half tones the interval is doubly augmented. 

If it is smaller by two half tones the interval is diminished. 

In case the lower tone is not a possible keynote of a major scale, 
raise or lower it by an accidental to the nearest practicable tonic. 
Then raise or lower the upper tone of the interval the same distance; 
in both cases without altering the letters. , 
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CHORDS. 


A chord is a combination of three or more tones, erected in thirds 
on a given tone, or derived by transposition from such a combination. 


Thus == is derived from a combination of thirds by 
-C- 


transposing the-upper tone an octave lower G2 ag : 
—\e-— 


A chord with three different tones is called a er 

A chord with four different tones is called a seventh chord (chord 
of the seventh). 

A chord with five different tones is called a ninth chord (chord 
of the ninth). 

The number of parts in a chord may be increased by doubling 
any of its intervals. This does not alter its character as a triad 
(three fold), seventh chord (four fold), or ninth chord (five fold). 


a Triad with Seventh chord with Ninth chord with 
root doubled. root doubled. root doubled. 
Z A “e 
2 = as (F7 —f 
SS ee 
zy eI | 
| 


Chords are designated by the name of the degree of the scale upon 
which they are founded (tonic, dominant, subdominant, etc.), and 
this tone is calied the root of the chord. 

When this tone is in the bass the chord is said to be in the funda- 
mental position. When any other tone is in the bass the chord is 
said to be inverted. 

In vocal music the voices from the highest to the lowest are named 


as follows: 
Soprano 


Alto 
Tenor 
Bass 


and their respective (average) compasses are 


Soprano. Alto. Tenor. Bass. 


f= — == =I| 
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When the three upper voices of a chord lie so closely together that 
no other interval of the same chord can be placed between them the 
chord is said to be in close position.* Otherwise it is in open 
position. 
se A major third and perfect fifth constitute a major triad. 

x A minor third and perfect fifth constitute a minor triad. 
_-—~ A major third and augmented fifth constitute an augmented triad. 
» A minor third and diminished fifth constitute a diminished triad. 

All major and minor triads are consonant. 

The first inversion of a triad is called the chord of the sixth. 

The second inversion of a triad is called the chord of the sixth 
and fourth. 

The first inversion of a seventh chord is called the chord of the 
sixth and fifth. 

The second inversion of a seventh chord is called the chord 
of the fourth and third. 

The third inversion of a seventh chord is called the chord of 
the second, or sixth, fourth, and second. 

All tones which form combinations not derived from the system of 
thirds above mentioned are called nonharmonic or unessential tones, 
and their function is melodic rather than harmonic. 


* In this case the three upper voices are within tne compass of one octave. 
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° LESSON I. 
THE PRINCIPAL TRIADS OF THE MAJOR SCALE. 


The principal triads of the major scale are those founded upon the 
tonic, subdominant and dominant. As these triads contain every 
tone of the scale, it is evident that a melody that is strictly diatonic 
may be harmonized with these chords alone, provided that they can 
be made to progress legitimately from one to another. 

In the study of harmony as an art, two principals are of great 
importance : 

First, the proper selection and arrangement of the chords which 
accompany a given melody ; 

Second, the proper succession or, as it is called, progression of 
such chords among themselves. 


|. SELECTION OF CHORDS. 


Inasmuch as all chords are formed originally by adding the third, 
fifth, seventh, and ninth to a given bass tone (see Introduction), it fol- 
lows that in harmonizing any given melody the bass tone is first to be 
found, and the chord built upon it. Thus the tones of the major 
scale will be harmonized as follows, using only the principal triads: 


Tonic. Supertonic. stewed SE ST Dominant. Submediant. Leading Tone. 

2S 
-» Sa -o- _¥§ -9- eo. 

2a 6 = Set cael eae (it TS + ena ee B 

@ see _ 

= eke a ——_—— Earvese- On Meare rca i 

———_& — | a en 8 


EXPLANATION. 


I. 1. Root of the tonic or fifth of the subdominant. 2. Fifth of 
the dominant. 3. Third of the tonic. 4. Root of the subdominant. 
5. Fifth of the tonic, or root of the dominant. 6. Third of the sub- 
dominant. 7. Third of the dominant. From this it will be seen 
that only three bass tones are needed to harmonize all the tones of 


the scale. 


(1) 
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II. The root (bass tone) appears twice in such chords. 
3 


Nore. It is said to be doubled. The root is always to be doubled for the preserr 
in the fundamental position of the principal triads. 


III. The chords appear with either root, third, or fifth at the top 
but always with the root at the bottom. 


Nore. The position of the triad will be referred to according to the intervals i 
the soprano voice, i.e., root position, third position, fifth position. 


IV. The first and fifth degrees of the scale have two possible 
harmonizings, while all the others have but one. This is the begin 
ning of the principle of selection referred to above. (See Para- 


graph I.) 


2. CHORD PROGRESSION. 


First —— The progression of two voices in the same direction 4 
called parallel motion. This usually takes place when some othe 
voice becomes a connecting link between two chords. 


eae — Ras 
—- a | ae 
— sca, ae 2 
2 ee 


== =| Se ae ees 


(a.) Connected by (4.) comedies by (c.) Connected b (DAG t 
alto G-G. 0 C-C, soprano C c-C, ot ions apy 


PEN 


Second — The progression of two voices in opposite directions is 
called contrary motion. This takes place when chords having na 
tone in common succeed one another. 
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Third —Oblique motion (which is not really progression at all, ex- 
cepting in one voice) is the movement of a voice in any direction 
against a stationary tone. 


It is obvious that oblique motion must always exist whenever a 
connecting tone is present between two chords. 

As in all harmonic progressions the smoothness and simplicity of 
the voices is adesideratum, such progressions as the following are un- 
desirable : 


A chord may be repeated, however, in another of its positions. 


2S) 


el 


On general principles the progression of a given chord is to the 
nearest position of the next chord, and not to a more distant one, 
utilizing, if possible, a tone common to both chords, and moving the 
soprano, alto, and tenor in contrary motion to the bass when sueh tone 


Z Ze tS : fled 
=== _ oo ey 


is not available. 


el st ul 
Za Loss 
i) i=, 


NINE 
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The tones of a melody often suggest, by their progression, the 
harmony which underlies them. 


For harmonizing the succeeding exercises, the following rules will 
be sufficient : 

Rute 1. When the melody contains successive tones of the same 
chord, do not change the harmony (bass tone), but only the position 
of the chord. But tf a tone of the melody is repeated, change the 
harmony —espectally tf the repeated note ts on the first beat of the 
measure. 


ee el al 2 =¢: 2 
(Sa TE a se tare sie! 


-@- -O- 
9. Not. ae 


oie eos hE geese eit 


it 


Rue 2. Unless one tone ts common between two different chords, 
move the bass tn contrary motion to the three upper votces. 


e— 
7 Ba 
vee 


-. 
yee 
4 
ne 


This involves also another faulty progression, viz.: the skip of a 
seventh in the bass. (See Rule 3.) 
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RuLE 3. Avord two fourths or two jifths in successton tn the 
bass, also the skip of a seventh tn either direction. (See Example 
10.) 


ee 
x esas 
) — ail 4 aaa ac. 62 Fl 
¢ a Zz I on (A Sie 
: LEE Oe ee ee 


The skip of an octave is, on the contrary, of excellent effect. - 


Note. These progressions are unmelodious, and are easily avoided; thus, 


A triad is indicated by the figures 8-5-3, abbreviated to 8 or 5 or 3. 
These figures indicate the intervals which lie in the soprano when 
the bass is given. 

The fundamental harmonies of each degree of the major scale are 


indicated as follows: 
Tonic. 


Supertonic. 
Mediant. 
Subdominant. 
Dominant. 
Submediant. 
Leading Tone. 

The chords which are major are indicated by large numerals, and 
all others by small. The diminished fifth of the leading tone triad is 
indicated by the sign °, (thus vu°). For the present we have only 
to do with I, IV, and V. 

All the given models are to be studied systematically as follows* 
Study the model carefully, without the pianoforte. 

Write out the bass, add the upper voices, and compare. 

. Write out the soprano, add the other voices, and compare. 
. Play the model from the bass only. 

Play the model from the soprano only. 


VB OQ YH 
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b, Ce 


a. é b. a. 
| ee im | aes =; 1, etn. 
ae a SiS 
SS Seed 
I AAW JAE L Vie lvelvey I 


a, Connecting tone. 
6. Change of position in same chord. 
¢. Change of harmony with repeated note. 


The musical student is cautioned not to write the 7#fth zz the bass 
with the tonic triad. Mark Roman numerals under each chord, as 
in the example given. Write the three upper voices on the upper 
staff and carefully avoid incorrect notation. 


EXERCISES TO LESSON |. 


ihe a given. 


Fer Serer eer 
(See 
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LESSON II. 


THE PRINCIPAL TRIADS OF THE MAJOR SCALE. 
( Continued.) 


In the foregoing lesson the subdominant and dominant triads have 
been invariably preceded and succeeded by that of the tonic. The 
succession, subdominant to dominant and dominant to subdominant, 
has been avoided, not because it is in itself faulty, but because the 
melody to be harmonized has not rendered it necessary. 

As we have no tone in common between the subdominant and 
dominant triads, we must progress according to Rule 2, Lesson I. 
Progression by parallel motion between chords in the fundamental 
position, having no tone in common, involves 

First, consecutive parallel fifths. 


Soprano and tenor, D-—G, move in parallel motion to C-F respec- 
_ tively. 
Second, consecutive parallel octaves. 


Tenor and bass, G-G, move in parallel motion to F-F respectively. 
Both of these errors are avoided by observing Rule 2. The progres- 
sion of the subdominant and dominant in such positions is as follows: 


a. 
dr : == 5 +} 
ga te =F =? =a [| 
o— A a= o-— iA G4 a 
oO jaa eA iF pd Bo —o- 


9 =f a —<— = ae oa22 ee 
2 Se ee 
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The last progression of dominant and subdominant (see Example 
15, @) is invariably to be avoided. 

Rute1. The dominant triad ts always succeeded by that of the 
tonic (never by that of the subdominant), when tts third (leading 
tone ) ts in the upper votce. 


—g—— 4 — == FI 
SE ce Sere 


RuLeE 2. Jn harmonizing a given bass keep all common tones in 


the same votces. 


SIs ai 
Not because these progressions are incorrect, but because with a 
given bass they are not necessary. 


EXERCISES TO LESSON Il. 


el et | @ 

= SSS SS 
= eee 
V IV V Ses 


The above model illustrates the progression of V and IV. 
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Norte. The root of the first chord is in the upper voice unless otherwise indicated, 
1. Bass given. o 


== SS SS Sey 


[Date ae == = 


SiS SSS Se 


eS 


5. Soprano given. 


yu Ere lceg aie pai seis erriesrin| 
Feiss ar eerian AP Eee 


CADENCES. 


The succession dominant to tonic triad, with the tonic on the 
accent, is called the authentic cadence. (Example 18, a). The 
succession subdominant to tonic, with the tonic on the accent, is called 
the plagal cadence. (Example 18, 4.) The succession subdominant, 
dominant, and tonic, is called the complete cadence. (Example ae c.) 
These successions are used, generally speaking, at the end of a piece, 
and if the tonic triad appears with the root in the soprano and 
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bass, the cadences are said to be perfect. If with any other inter- 
val in either soprano or bass they are said to be imperfect. 


THE PERFECT CADENCES IN C MAJOR. 


(a.) Authentic. (6.) Plagal. 

poe = + 
ee == ag z=} 

= Bie pre Fad BAe | a -a— 


complete. 


: i A f i 
= eer eee 
Vv I IV il I IV Vv I 


THE IMPERFECT CADENCE. 
Authentic. Plagal. 


ce RY, bits 2 
19. 
== == : be =e [= = ZZ =f] 


Play the perfect cadences in every major key. 


LESSON III. 
THE PRINCIPAL TRIADS OF THE MINOR SCALE. 


The harmonizing of melodies in the minor mode involves no new 
principle. In harmonizing the exercises the raised leading tone 
must not be overlooked. In a figured bass, it is indicated by a $ 
or f over the dominant of the key. 


ape ce a LESSON III. 


Se eee =a 
Bh) Eee ee ee ea 


3. Unfigured bass Sales 


Oe eee eee 
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4. 
CoS so 


PES, 
SS SS See 


Play the following cadences in every minor key. 


Authentic. 


pig ls el 


eS SS Sa 
I I 


LESSON IV. 
THE CHORD OF THE SIXTH. 


If the third or fifth of a triad, instead of the root, appears in the 
bass, the triad is said to be inverted: 


Z 
= 
ew 


NN) 


22. 
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Although a chord when inverted consists of the same tones as in 
its fundamental position, yet its intervals from the bass are radically 
changed, and from these intervals the chord receives its name: thus, 


From the bass tone the tenor is an octave, the alto a third, the 
soprano a sixth, hence, 8-3-6, or chord of the sixth. The removal 
of the bass from the root to the third of the chord results in the 
doubling of the third, which we may obviate by removing the tenor 
from the third to the root, thus leaving us with two roots, as in the 
fundamental position. 

The triad, however, when inverted, doubles the fifth or root with 
equal frequency, and under certain circumstances the third also. 


: : : : 8 
The first inversion of a triad is figured 6 or Sor6. These figures 


applied to the Roman numerals indicate both the fundamental 
harmony and its inversions, i.e. 


ay ae oOo +} 
E aa AUER 


In harmonizing the exercises of this lesson the same rules apply 
as in the previous one. Only the roots and fifths of the chord of the 
sixth will be doubled, and in harmonizing basses the connecting tones 
are to be strictly observed. 
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25. 


Nore. In case of two possible connecting tones on the first or fifth degree of the 
scale, the lower tone is usually the better to retain. 


Some available progressions of the chord of the sixth in this 
lesson are as follows: 


Zoe == See ar Sena 
--|--a4-—E—+ 6 aed Eat en Z| 
-o- = he 


aa | (Rae mage ty ace Disa Bes 

Ese eae A emeretaay = 

ee —— Ss etme Sees aS Zs Z 
OR Vim | OMe ayaa) G2 eo V7, Iv6 I 

eres ee aoa 2 
sae Be eas ae: z z 2-[o ae eal 
— —|- G— _ — |——_ 5 —— i ee —_—| —, —, 

aig= B18 ae ees ae 


Possible cembinations for harmonizing the different degrees of the 
acale are ae now follows: 


ie aS ek en 
= 
aie o- -9- 8 % | -o- [ss] | og ; 
SE Esa Se 
tae ie vé 1 IV Se st 16ST Vie SV 
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From this it will be seen that we now have three more bass tones 


at our disposal in the harmonizing of melodies. 


EXERCISES TO LESSON IV, 


( és a: rire tiles sed see all 


baer E 
16 16 16 JVvé6 16 [6 


The triads are very often succeeded and preceded by their own 
inversions. 


. Bass given. ae 
ea SS eel 
Dk 
BE eeoees eres ee el 
3. Soprano given. 


Fes ee eee) 


4. 
Gis Seal 
V Vv 


a = 
I-VI] I — 


iS) 
rs aS Seay 


Incorrect notation is to be carefully avoided. 


Q 


Play these complete cadences in every major and minor key. 


= {- (IZM 
ey 


Se 


gies eer seer aie 


28. 
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LESSON V. 
THE CHORD OF THE SIXTH AND FOURTH. 


The second inversion of a triad is called the chord of the sixth and 
fourth. It is formed by placing the fifth of the triad in the bass. 


Root. Fifth, _ 


The bass tone of the chord of the sixth and fourth is usually 
doubled. Chords of the sixth and fourth of the tonic, subdominant, 
and dominant, may be introduced as follows: 

Rute 1. When preceded and succeeded by a triad in the funda- 
mental position on the same bass tone, or tts octave. 


varedeies ts Sx 
=== ==) 
CG a GG 
30. r £ 
‘ : Jas = eae| 
I i 


Rue 2. As the second chord of a group with two or three as- 
cerding or descending bass tones. 


= ———— 
ee = 
’ 

oi 6 6 

Sail = 
ee ee 

some rete ines ess a 

——EE EE 


For the present the chord of the sixth and fourth of the dominant 
only is available for this progression. 
In this case the tones of the § chord are hardly to be considered as 


harmonic, but rather as melodic passing tones. 
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Rue 3. As a repetition of the same harmony, forming a 


melodic bass. | | | r : 
Sl 

aoe —# 3 -*: ~ : 

Sale tes acer Sd 


Note. These three rules may perhaps be summed up as follows: Avoid skips to 
or from the bass of a 4 chord. The bass is either stationary or diatonic when the 


eee! 


harmony changes. 


33. 


The principal function of the tonic § chord is to precede the domi- 
nant chord in the authentic cadence. In fact, the formula evs 
stereotyped as it is, may be perhaps considered the most useful, as 
well as the most decided of all authentic forms of cadence. It is used 
in all the following exercises of this lesson. 

All other § chords are practically melodic rather than harmonic. 
It is hardly necessary to state that a piece never begins nor ends with 
a § chord. 


EXERCISES TO LESSON YV. 


a. a. b. 
ao _ ial | i tea pes - 
h=$35-$ eget gs giifeg ts en 
8 ean a oe tt 
7-6 Seca AD ae es ae @ : a a oF 
Sa eee sare oe Secs eee 


a. Ruler. 4. Rule 3. 
1. Bass given. 
6 
4& 


6 6 
Be a a eee 
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2 eee ee 


3. pe figured bass given. 


<a aie _—— Sssns ese ir 

Ga SSIS 
coat Sereer cnn ernreice 
Pri beter eoiecesse = - et gt 


Play t ing oe in every major and minor key. 
ssose =e ZARESeA 
pi ie a ara ee 
oe a aa 


2 seeateets SI 


Ty Veo SV 
4 


cw) 


5: 


——— 


LESSON VI. 
THE CHORD OF THE DOMINANT SEVENTH. 


By adding a seventh to the triad on the fifth degree of the scale, 
a chord is formed called the dominant seventh. 


—= ef [i Fifth, 
37. 
2 oot. 
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Inasmuch as the seventh is a dissonance (see Introduction), it must 
be followed by a certain tone demanded by the ear, which is called 
its resolution. As this tone is the third of the tonic triad, and as 
the fifth degree of the scale on which the dominant seventh chord 
is founded is common to both tonic and dominant chords, the third 
and fifth of the dominant seventh chord have only to progress to the 
root of the tonic to form a complete tonic chord. 


Notre. The dominant seventh chord consists of a major third, perfect fifth, and 
minor seventh. This combination of intervals is only to be found on the fifth degree 
of the scale, and is the same in both major and minor keys. 


RULES FOR THE USE OF THE DOMINANT SEVENTH. 


Rute. The dominant seventh chord resolves to the tontc triad, 
to the third of which its seventh must descend. 


Note. These rules are for the regular resolution of the dominant seventh chord; 
later on its irregular resolution will be considered. (See Lesson 54.) 


The resolutions of the intervals in detail are as follows: 
The seventh descends to the third of the tonic triad. 


39. 


The fifth descends parallel with the seventh, to the root of the 
tonic triad. 


((22SE= 
(oe eS a 


Or it may ascend to the third of the tonic triad, in which case the 
third is doubled, as the seventh is obliged to descend to the same 
as pees = 


tone. 
9-3 5033 | 


—————— 
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The third, being the leading tone of the scale, may always ascend 
to the root of the tonic triad. (Example 42, a.) It may also 
descend in the alto or tenor voices to the fifth of the tonic triad, 
provided that the root ascends. Meus 42, d.) 

(2.) (4.) 


= pe == iad all 


The root of a dominant seventh chord ascends or descends to the 
root of the tonic triad, and is often retained as the bass tone of a 
§ chord. (See Example 43, 4.) 

When the fifth or third of the dominant seventh chord is omitted, 
or when the chord appears in any of its inversions, the root is retained 
in the upper voices. (Example 43, c.) In other words, it is often 
treated as in Lesson I, when it is the bass tone of the dominant triad 
without the seventh. 

The dominant seventh chord is used in three different forms 
demanded by the exigencies of progression, and while the root and 
the seventh are always present, the third or fifth may be omitted, 
and another root substituted in their places. (See Example 46.) 


(ee ereee Ss epee ee 
2 eee 


42. 


43. 


ai 


The dominant seventh chord may be repeated in different positions 


before resolving; this is also true of the principal triads and their 
inversions. It may be approached in parallel motion from a tonic § 
triad, for the reason that the upper voices move only one degree. 


— 9 a 
——- & = 
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Note. Parallel motion from any interval to a fifth or octave is to be avoided 
in outer voices wzless : 
A connecting tone is present in one of the voices, or 
The other parts move by contrary motion, or 
All the upper voices (as in Example 44) move one degree. 
Such progressions are called concealed or hidden fifths and octaves. 


: shi 
The full figuring of the chord of the dominant seventh is B, abbre- 


viated to 7 or 7. In the minor mode the raised leading tone is indi- 
cated by a t or o under the 7, @). 

The authentic cadence is much strengthened by the addition of the 
seventh to the dominant chord, and as the forms of the chord with 
the root doubled all resolve to the complete tonic chord, i.e., without 
emitted fifth, this chord is perhaps more useful than the complete 


chord 5. On the other hand the positions with third omitted are of 


Roan infrequent use, excepting as passing chords, which 
are melodic rather than harmonic in character. 

This chord now gives us the use of another bass tone in harmo- 
nizing the fourth degree of the scale. Whereas thus far this degree 
has only been possible to harmonize as the root of the subdominant, 
with the root or third in the bass, 


45. 


we can now use it as the seventh of the dominant chord — a decided 


addition to our harmonic vocabulary SEE IE, 


THE DOMINANT SEVENTH CHORD IN C MAJOR. 


With 5th ae and With 3d eae eh and 


Complete root doubled root doubled. 
ae Se eas ES es 2 SY 
= roan - ) @ 3 oe a fe = 
ro] ro) moe a7 8 2—0-|-670 o-6 |-o—e- 
2 e eta gla —— 3 ~—la-5is fe 
Ee a 9 . . -6- o 


-9- = 
—_ a 


46. 
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EXERCISES TO LESSON VI. 


= Z : “Eat 
gl eel 


nee ZTe eae pee a2 ZB 2 
=e PSS a Zl 


a. ae omitted. paar chord, 


3. Unfigured bass giv 


lie pga eased 


4. Soprano give 


cl eee = 
(= 2S ee ee 


5; 
(= a 
Sas Sais Peel 


eo gy Sr acre ee = aHiae aaiall 
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Play this cadence in évery major and minor key. 


LESSON VII. 


THE FIRST INVERSION OF THE CHORD OF THE DOMI- 
NANT SEVENTH. 


THE SIX-FIVE DOMINANT CHORD. 


In Lesson IV we have used the leading tone in the bass in the 
chord of the sixth, or first inversion of the dominant triad. 


48. 


If we now add the original seventh of the dominant chord to this 
triad, we have the corresponding first inversion of the chord of the 
dominant seventh which is called the chord of the sixth and fifth or 
the six-five chord. 


49. 
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The full figuring of this chord is 5, abbreviated to§. In this, as in 


other inversions of the chord of the dominant seventh, the original 
root is not doubled, nor the fifth omitted. The resolution is the 
same as in the fundamental position, excepting that the root becomes 
a connecting tone with the fifth of the tonic triad, and the third 
(bass tone) always ascends to the root of the same. 


eee 
Fs Lai | - r | 


The fifth descends to the root of the tonic triad, or ascends, 
doubling the third of the same. 


SSS 
== 


The seventh descends to the third of the tonic triad. 


== 


The root connects with the fifth of the tonic triad as before stated. 


22 = See! 


52. 


53. 


By means of these chords we gain the leading tone in the bass in 
harmonizing the fourth degree of the scale, and we may also utilize 
it for the fifth and second degrees as before. 
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EXERCISES TO LESSON VII. 
eee eel 
Z—e- |Z — FS gies ZZ 
ao =e ao im iC i= 
6 6 6 
5 5 4 7 5 


The exercises with given bass should end with a complete cadence 


when possible. 


1. reine bass ace 


eS Se 


2. 8 : a 6 . cane 
3, Uatgnred bass. 


Be Eee ea Sate es caer] 


4. Soprano given. 


Harmonize the same in minor. 


Pee pease See SE Sees 


N.B. Plagal cadence. 


6. 


cGregree 


HARMONY. 25 


Play in every major and minor key. 


54. 


LESSON VIII. 


THE SECOND INVERSION OF THE CHORD OF THE DOMI- 
NANT SEVENTH. 


THE FOUR-THREE DOMINANT CHORD. 


Thus far we have considered no combination which has allowed 
us the use of the second degree in the bass, except as a passing § 


chord. (See Lesson V.) 


55. 


By placing the fifth of the dominant seventh chord in the bass, 
we find a convenient harmony for the fourth, fifth, and seventh 
degrees of the scale. 


Fourth. Fifth. Seventh. 


Sane eecrecad I 
= SS 


56. 
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This chord consists of a third, fourth, and sixth, added to the 
bass tone, and its three positions in close harmony are as follows ; 


2a ——<——— ror] 


Its full figuring is re abbreviated to Me In the dominant seventh 


chords of minor keys, the sixth interval is made sharp or natural, 
to indicate the raised leading tone of the scale. 


58. 


The resolution is the same as in the fundamental position (Exam- 
ple 59, 2), with the following notable exception, viz: If the bass tone 
of the : chord ascends, and the original seventh descends, it forms 
a tonic chord of the sixth with the third doubled (Example 59, 6). 
In order to obviate this the seventh may ascend to the fifth of the 
tonic chord (Example 59, c), the parallel fifths which result being 
excusable from the fact that one of them is not perfect. (Example 


59, N.B.) 


=~ 
g 

~— 

= 


b.) (c.) 
| tb 
Ee £5S = SiS I 


[a -& ee 


= a at ba | eZ a 
6 eh Le ee =| 24 eae eee! 


N.B_ This particular form of consecutive fifths is to be found in the works of 
every great composer from Handel to Brahms. The real reason for its legitimacy 
in this connection lies in the fact that the dominant seventh under these circum: 
stances is a passing chord, and therefore melodic. 
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As in the case of the other positions and inversions of the dominant 
seventh chord, this may also be exchanged for any inversion of the 
same chord, or for its fundamental position. Since this chord enables 
us to utilize the harmonic progression LEAVE we can harmonize the 
ascending major scale as follows: 


; =) i bot? 
G 4 aT ei PEL) B p—a2—g-" 52 {| 
Zi TE re, tee oe) St AEE 
60. 4 4 4 
' 3 3 3 
aye Ss +6 3 2 a 2 
as = es (Z i 


This, however, is not possible in the minor mode, on account of 
the faulty progression of the augmented second between the sixth 
and seventh degrees. 


Nore. On general principles all progressions of augmented and diminished 
intervals are to be avoided, especially in the inner voices. The very frequent and 
effective use of augmented seconds and fourths in instrumental compositions in 
no wise contradicts this principle. 


EXERCISES TO LESSON VIII. 


1. Figured bass given. 


ee re ee 


6t 6 6% 6% 


otis 3 3 5 che Aad es . 
a ae eel 
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BE eee lees ee eee wai Al 


4. Soprano given. 


CS oS Ses ee a 


: o- : pe, east — _ ae - 
dioemaemes qarriee 


6. i a 


Play in every major and minor key. 


wx elidel Sl 
“EeEEPoCEIreTEUTTHiesierel, 
61 ae % i 
po Scie Premiers Prieta 
I 
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LESSON IX. 


THE THIRD INVERSION OF THE CHORD OF THE DOMI- 
NANT SEVENTH. 


THE FOUR-TWO DOMINANT CHORD, 


The third inversion of the dominant seventh chord consists of a sec- 
ond, fourth, and sixth, erected on the fourth degree of the scale. It 
7 6 5 
is called the chord of the 4, often abbreviated to a or 2, Its three 


positions are as follows: 


PAN 
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The resolution is to the first inversion of the tonic triad. Its bass 
tone, being the original seventh of the dominant chord, must descend 
to the third of the tonic triad, the leading tone progresses as in the 
fundamental position, and the root forms a connecting tone with the 
tonic triad. 


The fifth, however, has more possible resolutions than in any other 
position of the dominant seventh chord. 

First —It may descend to the root of the tonic trizd as above. 

Second —It may ascend to the third of the tonic triad, forming a 
first inversion with the third doubled. 


Third — It may ascend or descend to the fifth of the tonic triad. 
(See Example 65). The last-named resolution occurs often in dis- 
persed harmony, and will be discussed later. The ascent to the fifth 
of the tonic triad in the soprano, however, is a very convenient mode 
of harmonizing the melodic progression, supertonic to dominant, and is 
found in numberless compositions of the best masters. 


Oo aa 
o aH 
<=, Saeed 


As in the other inversions of the dominant seventh, all the inter- 
vals must be present, the root not being doubled. Like these, also, 
the 4 chords may be exchanged for any other inversion of the dominant 
serene but must be eventually resolved. In all cases where the 
inversions of the dominant seventh are found in an incomplete 
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form, the chords may be considered as passing chords, or as forms 
of melodic progression. ag 

The melodic progression, submediant, leading tone, tonic, is conve- 
niently harmonized by the use of the $ chord, allowing the seventh to 
become a connecting tone in the bass with the root of the subdomi- 


nant chord. 


There is one more exception to the general rule for the descent of 
the seventh. It occurs whena fundamental position of the dominant 
seventh chord, with the root not doubled, and with the third or fifth 
(never with the seventh) in the soprano voice, is followed by the 
first inversion of the tonic triad. In this case —a somewhat rare 
one—the seventh ascends to the fifth of the tonic triad, instead of 
descending to the third. 


7th. ascends, 


The regular resolution of the seventh downward would leave the 
tonic triad in a very weak position, and produce concealed octaves, 
nearly as objectionable as consecutive octaves. (See Lesson VI.) 


Singular exceptions to the resolution of the 4 chord are found in the 
works of Bach. . (Toccata in d minor.) 
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When the dominant 4 chord occurs in the minor mode the fourth 
requires a q or %, on aetourik of the raised leading tone. 


EXERCISES TO LESSON IX. 


“hist 
et 


-o- 


4 
oot ee ery es 


ihe a) bass Nee 


Fre 


peer see 


a 4 $4 
2. 8 3 2 6 en 6 3 6 q » 
pte ee SS SS 
3 | . 6 a 6 ks i] 
Ee Sa ee ee ee ees! 
3S: bia ars bass. 5 6 


enn aaeeed ties ir S-saieaes| 


4. Soprano given. 


to ieee 


3 sa eeen 
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_Also this, this. 
a — [| 
2 g—-E-2—2 a eee 
-B- & Ce Gee GaP Ge 
ee ep AE eS 


LESSON xX. 
THE SECONDARY TRIADS IN MAJOR. 


THE SUPERTONIC TRIAD. 


The secondary triads of the major scale are the minor triads formed 
upon its second, third, and sixth degrees. They stand in the relation 
of relative minor keys to the principal triads: tonic, subdominant, and 
dominant. Their inferiority has caused them to be regarded by many 
theorists as entirely subordinate to the principal triads, not as inde- 
pendent harmonies, and to be used only as substitutes for, and in con- 
nection with, them. If we analyze almost any of the simpler pieces 
by Mozart, Beethoven, or Haydn, we shall find that the proportion of 
secondary triads is small, and that the fundamental harmonies consist 
largely of the tonic, dominant, and subdominant, with modulations to 
the adjacent keys. However, the further we go back towards the 
contrapuntal era of musical art, the less we find this to be the case, 
and even in the works of Bach and Handel they are used with great 
independence and freedom. 

The most important of these triads is that founded upon the super- 
tonic of the scale, and, being the parallel minor of the subdominant, 
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‘its third is often doubled, especially after a tonic chord. Its best 
usages are as follows: 

First — To precede the dominant seventh chord, or tonic § triad in 
' a complete cadence, as a substitute for the subdominant. 
A skip in the bass from 11 to ig is allowed. 


71. 


I Vq7 ae 


Second — As a passing chord between the tonic triad and its first 
inversion. (Substitute for the dominant 8.) 


Besides these most useful progressions, the following may also be 
used: 


SA aaa eS 


6 6 
rm IV II ve II Iv§ 


Y. 
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If we employ the supertonic of the scale as a connecting tone in 
progressing from the second to the fifth degree we form a succession 
of two diatonic major thirds. 


74. 


This progression involves the false relation of the tritone, which 
has been regarded as objectionable in the strictest writing. This is 
easily avoided by observing the following 

Ruie. When the dominant triad (without the seventh) ts pre- 
ceded or succeeded by that of the supertonic, the connecting tone 
(supertonic) ts to be disregarded, and the upper voices are to move 
tn eae motion to the bass. 
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The tritone is the interval of an augmented fourth which exists be- 
tween the fourth and seventh degrees of the scale. Progressions 
which involve these two tones in succession, like 


ig: = el 


are avoided in strict counterpoint. Example 75, page 34, covers all 
necessary progressions of this kind in harmonizing the exercises 
given. 


EXERCISES TO LESSON X. 


a é. 
G = - =| | i 
a ee eee Chee fe ew eeeaeaat 
fae tele ti ghee 
a ae | a 


wai 
ry 
@il wm enell 


Sry eats 


6 
a, Third doubled, 4. 11 followed by Iq. 


Ks pee bass given. 


6 6 
4 cae ope ees 
BES: =e ee ee =H 


83. Unfigured bass. 6 


4 
PSS all 


eee given. 


4. 
$ ars is fe = 4 - 
[oe Se eee aeeeiaea 
II II vee oe HAWG 


A aa 


Paces cd 
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Foe gear eana ieee ccesaeasi ea 


6 II 


Play in ses aie key. | | 
ee ae eee eae ire 
aS SaaS 


16 IV 


itn 


77. 


LESSON XI. 
THE SUBMEDIANT TRIAD. 


The secondary triad next in importance is that of the submediant, 
the parallel of the tonic. It is often used to succeed the dominant or 
dominant seventh chord instead of the tonic triad, forming what is 
called the deceptive cadence. 


(@.) Better. (2.) 
\ =a) = [2 ZA ie ae 2 Z —2-|| 
(ie Nee io 2 
o—3— a _B—-4u-—-s-—— < 
78 not 
-B- -B- = 


I V, VI De RED te Nev E 


In this case the leading tone, if not below the seventh, or in the 
soprano voice, may descend to the root of the submediant triad. 
(Example 78, 6). Otherwise the leading tone generally ascends, in 
which case the third of the submediant triad is doubled. 


ee ey Third. 
= a 
Se ce ~ Third. 


ee ee 


79. 
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This progression (the deceptive cadence) can never take place at the 
close of a piece. 

This chord is also often used as a connecting link between 
tonic and subdominant triads, 


ee 
=I 
81. 
——H 
IV VI I 


Sip isel oa Sig Hype 
=e Esc iasiseice eS 


vI Vz 


82. 


(See Lesson XII.) Rare. Poor. Possible. Harsh. 


cS SSE = gz =o 
etc. 


aS sagen 
VI ig vi I VI we vi V2 


Mig rr 

tte 
All the above progressions must retain the connecting tones in the 
same voices, or move in contrary motion to the bass. The descend- 
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ing major scales may now be harmonized by means of the submediant 
chord, in the following manner: 


oe SS a 


—— i 


the melodic progression submediant to leading tone having been thus 
far impossible on account of the succession dominant—subdominant. 
This may now be combined with the ascending major scale (Lesson 
IX), and must be playéd in every key from the following model: 


Toe eae 0) (Osgorl O) 1) Oo ree meee ee LL 
LEV LOM LV GSO Vi enV Sc TeV Piya e so om Olean one 


Oty lemme lave by 


EXERCISES TO LESSON XI. 


a. Deceptive cadence. 4. I vi IV. 
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he Rienred bass given. ; 


2 S5 SSS Sea 


aes cadences are indicated at a. 


Ee 
7 


pupae ret BS] 


3. Upigored bass. 


Er ae 


4. Soprano given. 


Ca ===] 


a 


It will be found a useful exercise to set this melody to the words 


of a hymn. 


— ese ee 
Cee ane 


Play in every key. 


na ee oe a | 
(ZT ——— sae ———— 


—— S ne ph Os oie 
2 as Co —| ee wh 
2 Sel ———| |e 

I V;° vi IV 18 v I 
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LESSON XII. 
THE MEDIANT TRIAD. 


The triad of the mediant, the parallel minor of the dominant, is 
the least useful of the secondary harmonies of the scale. Its princi- 
pal use is to harmonize the leading tone, in the descending melodic 
succession, tonic, leading tone, submediant. This, like the super- 
tonic and submediant triads, is indicated by a small numeral, from 
the fact that the triad is minor. 


= — Site 
Co oO 
ee e—|— = | 


Like the submediant, its third is often doubled. It should only be 
preceded by the tonic or dominant, the progression supertonic to 
mediant, or subdominant to mediant being harsh i a position. 


NA 


It may best be succeeded by the subdominant or tonic triad, the 


succession mediant to submediant, mediant to dominant, or mediant 
to supertonic being either harsh or weak. 


6sse gli 


88. better 
= Sree 


2 ele gee pepsi] 


On general principles the progression of a secondary triad to its 
relative major, supertonic to subdominant, submediant to tonic, or 
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mediant to dominant, although possible, is not to be recommended, 
although the reverse progression is always of good effect. 


In each position. Good. Possible. 


Ee eA 


Sos Sees ee 2. 
Z—3-|2—3-|2—2- [= 


not 


=a Sele 


ee UY ape Vif TiVeeeerl Vee vee I 


The progressions from secondary triads to those a fourth above, 
although freely used by all modern composers, are avoided in the 
strictest vocal writing, or else are used in contrary motion, disre- 
garding the connecting tone. 

not 


ns =/s6 
===) == ett a i] 


I 
: II V VI VI II 


III 
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Norte. The apparently contradictory relation which exists in these successions is 
due to the fact that these chords appear to be tonics, preceded by minor dominants. 
As all dominant chords are major, these progressions must be false. 


Our general rules of progression may now be re-stated, as follows: 
First — Move tc the nearest position of the succeeding chord. 
Second — Use connecting tones with parallel motion. 

Note. Parallel motion by perfect fifths or octaves is wrong. Parallel motion by 
thirds or sixths is right. 

Third — Use contrary motion when no connecting tones are 
present. 

Nore. Also in the succession supertonic to dominant, or its reverse. 

Fourth — The third of the supertonic, mediant, and submediant 
is usually to be doubled. ; 

Fifth — Avoid progressions of augmented and diminished intervals 
in all voices; also progressions of two fourths or fifths in the same 
direction in the bass. 

With our present chord material the various degrees of the major 
scale may now be harmonized as follows: 
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TABLE. 


Rare. —— 


Dominant. 
——»9——__——__ 


2 16 16 V6 
Tita eV: Il 4 a 


Submediant. Rare. Leading tone. Rare. 
Rare. 


@ i 

3 AJ" e 9 || 
: = = test ==ae aCe 

vi vi6 i 16 IV lye ive mg V V7 V6 Ne we Ir 1116 we v6 


From this table it will be seen that the dominant and the sub- 
dominant have a much more varied relationship to the triads of the 
scale than the other degrees, being possible to harmonize with every 
degree of the scale in the bass except one. The tonic may be har- 
monized with every degree of the scale except two. 
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EXERCISES TO LESSON XIl. 


V Viz 6y4 6 6 
hone Vé6V Ill V I6éV V_I 
Me e igured bass giv 


SS Saal 
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fy Melody given. 
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LESSON XIII. 
INVERSIONS OF THE SECONDARY TRIADS. 


The first inversions (chords of the sixth) of the supertonic, 
mediant, and submediant, are used with almost as much frequency as 
the fundamental positions, and like them often double the third. 

The first inversion of the mediant is of somewhat less value, but 
has one peculiar usage which is of singularly interesting effect. It 
consists of the doubling of the third, which, with the root, progresses 
to the seventh and fifth of the dominant seventh. The effect is that 
of a double suspension on the dominant seventh, and later on will be 
so regarded. (Example 92.) 


92. 


I 6 6 
Ill ve Ill ie 


Nore. The second inversion of the mediant is often used in the same way. 


The second inversion of the secondary triads is of very slight 
value, and its usage is governed by the strictest rules of Lesson V. 
All = chords sowrzd like tonic chords, and it is only when their re- 
laticnship as passing chords is made plainly obvious to the ear, that 
they can be used in any other way. 
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As the possible successions of the first inversions of triads require 
some special treatment they may be summed up as follows: 

Rute 1. A single chord of the sixth doubles the root or fifth 
(see Example 95, a), axd may double the third in the inversion of 
the chord of the supertonic, mediant, or submediant. (See Ex- 
ample 95, 4.) 


(a.) (2.) ieee doubled. 


= HEAP olpe A 


PAAR 


Efe S222 et 


RUuLE 2. x two successive chords of the sixth, first double the 
root, or fifth, then the third, or vice versa. 


95. 


96. 


Note. An exception to this is found in the connection of the tonic with the sub- 
dominant, if two connecting tones are present. 


Saeed oe 
es a 
-G@- = 
97. Sees 
: area 
a ees a 
iE 
16 [v6 


Rute 3. lx three successtve chords of the sixth, with ascending 
diatonic bass, double the fifth, third, and root in successton. 


Fifth. Third. Root. 


pase ame gee Soa 
== pa ee 


Or by Rule 4. 


98. 
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With a descending diatonic bass, double the root, third, and fifth 
in succession. 


99. 


Rue 4. Jn a@ succession of sixths where the upper voices all 
move tn contrary motion to the bass, all the thirds may be doubled. 
This, however, zs not often necessary. 


These rules do not apply strictly to dispersed harmony, and are 
intended to cover only examples in close position. 


EXERCISES TO LESSON XIII. 


a. Rule2, 4. Ruler. c. Rule 3. 


N.B. Although this triad has not yet been explained, its usage in this connection is the same 
as that of the other inversions. See next lesson. 
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1, Figured bass. 


3 
36 2s 47 
0 


_. (epee |] 


Ss. i at bass. 


4. Melody given. 


— Gonee pares == See See Sa =o Sse 
eames sas sie eH 


Play in every major key. 


as sere eS —— 
=a Pets oe ee 


Se r= a aere Z= SSIS =e Sas} 


I [V6 1116 116 Dye Vq 


LESSON XIV. 
THE LEADING TONE TRIAD. 


There remains but one more triad of the major scale to be consid- 
ered, i. e., that of the seventh or leading tone. As the fifth of this 
chord is a dissonance, being imperfect, it follows that a resolution is 
required. This we find to be identical with that of the dominant 
seventh ; in fact the triad in itself is a dominant seventh with the root 
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omitted, and is subject to the same treatment as that chord. Its root 


being a leading tone, is almost never to be doubled (See Example 
102, 2), nor used in the fundamental position, except in sequences. 


(a.) Poor. Never. (6.) 


102 


SS BS eS SS] 


N.B. This resolution to the tonic triad with doubled third is very common in strict part 
writing. 


Generally it appears as a chord of the sixth, with the third or fifth 
doubled, and resolves to the tonic triad. In this form it is frequently 
found in strict writing, in which it forms some cadences of the church 
modes. (See Example 102, 6). In modern writing it has been 
practically superseded by the dominant 4 chord in the authentic 


cadence. 


Note. The fundamental position with doubled root appears often in sequences. 
(See Example 103, a, and also Lesson XX XIX.) Its use in the second inversion is 


also very infrequent, but it is occasionally used‘in the place of a dominant # chord, in 
the same manner as any other : chord. (See Example 103, 4.) 


(2.) 


(3.) 
| ees pee 
4 _ i — 
= 2 ae Z e Sze = ie 
c 


103. ‘ etc. 6 
——_ : i 
2 = SS SS ey 

vio vio yi106 

4 


This triad is employed as follows in harmonizing the major scale: 


Vet TV 16 TV) vues I v6 yr V6 ve I ‘ee I 
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EXERCISES TO LESSON XIV 


eer 


hae! a ele isiee: =F 


rain 


1. paetree bass given. 


SS SS 


Sequence. 


pia ey 


3. Ragencd bass. 


20-6 Se ate == [25 oP , ia 
4. Melody given. ; , 
Fae > eee sae = airy ? Eola tome | 


oe 
fo peepee Ete ESS 


Play in every major key. Also all the major scales with the 


Qe 


har mony ¢ given in Example 104. 


sae Se eS ae Seo 
el 


ae a 


| a ee 


I v6 16 IV Ié v 
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LESSON XV. 


THE SECONDARY TRIADS IN MINOR, WITH THEIR 
INVERSIONS. 


The secondary triads in the minor mode are treated similarly to 
those of the major. Being formed from the tones of the minor scale, 
they all contain discords except the submediant, which is a major 
triad. 

The supertonic is a diminished triad, corresponding to the leading 
tone triad of the relative major. 


c: 11° equivalent to 
Eb: vile 


The mediant is an augmented triad, consisting of a major third and 
augmented fifth. The augmentation of the fifth is indicated by the 


sign + (III *). Dae 
107. G5 Z|] 


This chord is not used for the present for harmonizing purposes, 
but will be considered later on under chromatic passing tones. 
The submediant is a major triad, the parallel of the subdominant. 


Nore. The root of the submediant in major is frequently doubled, but in minor 
never if preceded or succeeded by the dominant. 


Ghg=4i=e 


108. not not 
ba — ; 
2's es ; =e! 


The leading tone triad is also diminished, and coincides with the 
leading tone of the tonic major triad, being in fact the third, fifth, and 
seventh of a dominant seventh chord. Both diminished triads are 
more frequently used in their first inversions, usually with the third 
or fifth doubled, than in the fundamental position. 
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es 
aaa =a 


The root of the supertonic triad is more frequently doubled, how- 
ever, than that of the leading tone. Therules for the use of these 
chords are the same as in Lessons X, XI, XII, and XIII. 


aie 


EXERCISES TO LESSON XV. 


r) 
| 
ee tear cot = eee 
11% VI 1196 v11°6 
ee Se 
ao : ; =f ; fee ee te all 
——— 


1. Figured bass given, 
2 6 6 
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— oe 


4. Melody given. 


rapaesai 
5; 
eee eae) ees See 
SESE pee pas pares el 


LESSON XVI. 
SUMMARY. 


We have now considered all the triads that it is possible to erect 
upon the various degrees of the major and minor scales, with their 
first and second inversions. The following table gives a summarized 
view of these triads in the key of F major and minor. The term 
rare is of course to be understood in a comparative sense. 


TABLE |, 


TABLE OF TRIADS OF THE MAJOR AND MINOR SCALES, WITH THEIR FIRST 
AND SECOND INVERSIONS. 


In F sea 


c= ce aie : Saree re ii ees Ee 


oer ea or @ Ba 


SS seal eetie = o== 


I 3 ng 
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ro 
i 
Vv 


: 
@ 


aes a ere 


7 
@ 
IV 


— 
aia 


Fe 
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os 


=F Sas = 
1116 


— 


| | 
ain mit 
Teer felt 
o u 1 
& |TIeRe @lL 
Se ee 
ee Hh 
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Tiwee Tre 
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$ 
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area trzeire sires ses Peel 


2S 

ee 
6 

1v6 ve V v6 ee 


Rare. 


Sse mes peace -te—$— == 


Soe oan a So: 
(es eee 


vi6é wae vi1° vi106 yiicé 


It will be observed that all the above & chords are to be used in 
strict accordance with the rules of Lesson V. 

This table is to be played at the instrument in every major and mi- 
nor key, from the Roman numerals. 

The next table presents the available progression of each triad to 


the other triads of the scale. 


=—s= See 
ae ‘ i 


— oe 


Cigdicems i. 16 
4 
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In sequence. Rare 
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None of these progressions 


Stee 
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3 
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are desirable. 
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) 
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In sequence 
only. 
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Never. 


From vi1®( only in sequences ). 
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It is ¢xdéspensadle that the student should have both of these tables 
at his finger.ends as well as in his head, in every major and minor 
key. They form in themselves alone a fundamental system of dia- 
tonic harmony which, if thoroughly mastered, will be of the greatest 
assistance in all future studies. Although these tables do not give the 
possible progression between inversions of chords, these are suffi- 
ciently controlled by the principles heretofore given. 

This second table remains the same in the minor mode, omitting 
all progressions to and from the mediant triad (III*+). Like the ma- 
jor, it should be played in every key. 

After a careful study of these tables it may be well to omit the 
progressions to all the & chords, excepting those of the tonic. The 


4 
examples marked ‘‘rare,” ‘poor,’ 
*) 2 


> and ‘‘never” (always comparative 


terms) are improved by the use of other chords in harmonizing the 
soprano. 


LESSON XVII. 
DISPERSED HARMONY. (Open Position.) 


If the three upper voices of a chord, soprano, alto, and tenor, lie 
outside the compass of one octave, the harmony is usually said to’be 
dispersed, or in open position.* (See Introduction.) This does not 
alter the original doubling of the intervals, however; that is to say, 
when the root, third, or fifth is doubled in close position, it is also 
doubled in the corresponding position in open harmony. In short 
the difference between the two positions consists only in the inversion 
of the alto and tenor voices. 


Close. Open. Close. Open. Close. Open. Close. Open. 


Zz a = te aS ee 
og aE 2 at aos tl 
ee mca no —ee ot 


-2- 

a = (A Q 

Al Z A a == 7 [ [| 

From this it will be seen that the tenor of the close, becomes the 


alto of the open position. The alto being inverted into the lower 


octave forms the tenor, and vice versa. 


110: 


* There are some exceptions to this definition. It is given as the most practical general rule. 
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The following table shows triad and seventh chords in every 
position and inversion, in close and open harmony. 


TABLE. 
4 7th 
= = aaa] 
@ —e = 
ry i —9 e @ a 
oe we 
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SS] 
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See ee Il 
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a “8 ze—0—|-0, 99 —_©—_|-0 o e 
ow = i ) 
Close. 


2 ee eee ere 


The open positions of the above chords are to be played in every 


key. 


The preference between close and open harmony in vocal music is 
decided by the compass of the voices. For instance: 


a7] 77) - A C2. + a oO | 
eo C2 a C2 iif 
oO eo o a a2 C2 hi 
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ae | 
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This is equally favorable and practicable in both positions of the 
chord, as all the voices lie well within their own compass. 


Tenor Alto and tenor ‘Tenor Tenor Tenor Tenor 
coor: too low. too high. too low. too a too low. 
S t] 
SS eS Sd 
Ss ee Se aes fa a 
— TEE 


= E ee eae = =e | 
a = = t 
=a Ca. Bi 
= 2 = : 


But this leads the tenor too high in close position, and, on the other 
hand, too low in open position. Well written four part harmony 
contains both open and close positions, according to the compass and 


effect of the voices, but it is safe to harmonize any soprano above 


— 
Exceptions may be made for special effects, but these may be 
safely deferred to a later period. It is by no means to be under- 


stood, however, that the inner voices are to skip from open to close 
position and vice versa whenever the soprano voice moves above or 


in open, and below that tone in close position. 


below E aT he change from one to the other is always 


combined with a smooth progression of the alto and tenor. 


It often happens that, in the case of a wide leap in the soprano or 
bass, the thirds and fifths of the principal triads are doubled temporarily. 
Fifth. 
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The tenor may, if necessary, lie more than an octave above the 
bass, but the soprano and alto, or alto and tenor, should not move 
more than an octave apart. 


The following position, however, is often found, especially for 
tnstruments, and is of very good effect. 


The major scale may now be harmonized in open and close position 
as follows: 


— 
See Se een Sere 
ee == SoS SI 
aegagddad aig G - 5 
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Close. | | T Open. Chic ae 
Re fk IL | 


Tey, Z LV elesLy aye We REMOVE TICE aay hE MS 


The major scale in the bass may be harmonized as follows: 
kes) 
—— = 


cA 


——— iO a 
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EXERCISES TO LESSON XVII. 


Enea 3 LZ at 74 Set 


3. Vaegurcs bass given. 


aps aay 
6 


ruben 


ites aoe) Sh 
eae ee ay 


All the major scales are now to be harmonized at the pianoforte, 
in the soprano and bass voices, according to the models given above. 
These cadences are also to be es into every major key. 


(GSS al 
jesasis pects aml 


119. 
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LESSON XVIII. 
DISPERSED HARMONY ( Open Position) IN MINOR. 


The exercises for harmonizing in the open position in minor keys 
present no new difficulties. The interval of the augmented second 
between the sixth and seventh degrees, although much used in all 
forms of instrumental composition, is much better avoided, especially 
in the alto and tenor voices. 


Harmonize the harmonic minor scale in every key, ascending and 
descending, according to the following model : 
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Review all previous work. Play ail the exercises from the given 
soprano and bass, and transpose them, up and down, a half and 
whole step. It will also be found useful to play the exercises of 
the first fifteen lessons in dispersed harmony. The student may also 
compose such exercises for himself, according to the given models. 


EXERCISE TO LESSON XVIII. 


eine =A 
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Play in all minor keys. 


123. 


LESSON XIX. 


THE DOMINANT NINTH IN MAJOR, AND ITS INVERSIONS. 


The chord of the dominant ninth is formed by adding a third to 
the seventh in its highest voice. In four-voiced harmony the original 
fifth is often omitted, the third at times, but the seventh never, The 
ninth of this chord (the third above the seventh) must not appear less 
than nine degrees above the root. Such positions as 


C2. a 
oe oO ao 
124.. Z a2? oe aI aA) i 
in A. pee a a Tek iin Geto et 
Z eo 


are therefore inadmissible. This chord being a dominant harmony 
like the dominant seventh, its resolution is to the tonic chord, the 
ninth descending parallel to the seventh. In this case the bass is 


QUO 
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sometimes connected with the fifth of the tonic, forming a tonic § 


chord. 
SaoSo ee = it 
= ZZ Soe i 
125. ene 8 Soy Uae oy 


as ene Sr Se i 


If the fifth is present in the chord, and lies below the ninth, it must 
ascend to the third of the tonic, to avoid the consecutive fifths which 
would result from parallel motion with the ninth. 
Thus. 


126. 


= ==l 


Sometimes the ninth resolves before the rest of the chord, forming 
a dominant seventh, which is then resolved. 


(eases 
ee ee 


This, however, can hardly be considered as a true chord of the 
ninth, being simply a dislocation of the root of the dominant seventh, 
This will be considered later under the subject of Suspensions. (See 
Lesson LV.) The first and third inversions of this chord are the most 
practicable in four-part harmony, although the second may be used if 
the ninth lies in the upper voice. The fourth inversion is not used 
tor the reasons before stated. (Example 124.) 


128. 
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In the exercises of this lesson the ninth appears only in the soprano 
and tenor voices. The following resolution has been used by some 


modern composers: 


129. 


The major ninth is useful in harmonizing the major scale descend- 
ing, as it facilitates the progression from the seventh to the sixth 
degree. 


oe 
ee Ss 
b A LC RET PRE s = —H 
See ee Sem (ren eee = 
130. 
: -6-  -@- a a2 -6- 2 rs 
See ee ee — —e i 
Chey eee ee ee 4 


Play all the major scales with this harmony. 

The ninth is best introduced as a connecting tone with the preced- 
ing chord, or as a diatonic tone from the next degree above or below. 
It may also be introduced by a skip from the third, fifth, or seventh 
of the dominant, and may change position by repetition, like any of 
the preceding chords. 


EXERCISES TO LESSON XIX, 


a. 


eS eat are 


| 
-9- -B- 2. @-@ 2. -5- &@. -5- -6- le 
oe oe ee eee 
Se = == 
v9 vel’ 


a, Ninth prepared. 


1 15 Figured we piven. 4 
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23 “Melody given. 
9 


9 


SSI 


Play in every major key. 


ee ee ee en 
eg eed 
ee oe 
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LESSON XX. 
THE DOMINANT NINTH IN MINOR. 


The treatment of the dominant ninth in minor does not differ from 
that of the major, excepting that the ninth may be placed in any 
voice except the bass. The fifth is omitted in four part writing, 
and the ninth, as in the major mode, must never appear less than 
nine degrees above the root. 


Not. 
132. / | | etc, 
ter = 


’ Seventh in the bass. 
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Like the dominant major ninth, this chord may be introduced by 
diatonic progression, by preparation, or by skips from any tone of 
the dominant seventh. Skips of an augmented second or augmented 
fourth are, however, to be avoided. It may change places by repeti- 
tion with any of the tones of the dominant seventh, without skipping 
an augmented fourth or second, but must be strictly resolved. 


ee 


As in the case of the dominant major ninth, the fifth, if present, 
must ascend when it lies below the ninth. (See Example 134, a.) 
It may, however, as often found in the works of Bach, descend to 
the fifth of the tonic triad, thus: 


(a.) 


The inversions with the third and seventh in the bass are the most 
useful. 


EXERCISES TO LESSON Xx. 


ees = = a pe efepaiall 
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PS i as 8 - ue 2 


3. 
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LESSON XXI. 
anne CHORD OF THE SEVENTH ON THE LEADING TONE. 


If we erect a chord of the seventh on the seventh degree of a 
major key, we shall find that its tones are identical with those of the 
dominant ninth chord considered in the preceding lessons, in fact 
such chords, from the fact that their tones find a common generator 
in the dominant, are practically dominant ninth chords with their 
roots omitted. They are in every respect so introduced and resolved. 
The positions and inversions of the leading tone seventh in major are 


as follows: 
--)- ——_ 9 — 
SS ——3 = SS 
ee ee 2 Zz ; Bag oa eee 
7 oo a8 CI ES 
Sa 
136 


It will be seen that in all positions in which the third, originally 
the fifth of the dominant ninth, appears below the seventh, it ascends, 
doubling the third of the tonic triad. Parallel fifths would result 
from the fifth descending to the tonic, (see Example 137 ) therefore 

Rue 1. The third, when below the seventh, must ascend to the 
third of the tonic, doubling its third. Otherwise tt may ascend 
or descend. 


; Nore. This is of course the same rule which applies to the fifth of the dominant 
ninth chord in the preceding lesson. 
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: maa 
(I a= ae ee | 
—_ a=. g — 
LE A} eo) 4 
a -8- 
137. 
O-_——=-8 = -—g— | 


188. 


Note. The third of this chord is sometimes reso!ved upward or downward to the 
fifth of the tonic, in order to avoid doubling its third (see Lessons XIX and XX), 
but this usage is not to be recommended for the present. At best it exchanges a 
very audible concealed fifth for the doubled third. 


Se es 


Otherwise the treatment of this chord and its inversions is identical 
with that of the dominant major ninth. 


EXERCISES TO LESSON XxI. 


See a ae 
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pela = beet eo 
Gira paseo ell 
Play in all major keys. 


eel ee Beene 
a= Cees aes =a a 
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LESSON XXII. 
THE CHORD OF THE DIMINISHED SEVENTH. 


The chord of the diminished seventh so-called, or the dominant 
minor ninth, without its root (vu%,) is one of the most useful and 
valuable combinations with which we have to deal. Although having 
no existence, fundamentally speaking, in the major mode, it is yet 
freely introduced in that mode by flatting the minor seventh melodi- 


cally. 
of zl 
(= ee Zo a RT 


It consists of a combination of three minor thirds, and contains no 
perfect consonance between the intervals of any position or inversion. 
It may therefore be approached by parallel motion with impunity. 


Correct 
ae Bis — meal 
z [: _— | z [| 
os —_¢_| -4 —_¢— 
Oe ae Oe re eae Axe 
142, ete, 


Its three positions with resolution in the key of c minor are as 
follows: 
Close. a. Open. 


2s = SSS 


————— 5 06- (aay 


ae eee 


At a the third ascends to the third of the tonic, as in the corre- 
sponding chord in the major mode. The descent to the fifth of the 
tonic is also occasionally used. The augmented second between the 


143. 
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sixth and seventh degrees is to be avoided in the innet voices. The 
rules for the introduction and resolution of the diminished seventh 
are the same as given in the preceding lesson. 


EXERCISES TO LESSON XxIl. 


oe Z HEHE o— ae 
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Play in every minor key. 
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| == =p 


I VII%o I IV 


HARMONY. 79 


LESSON XXIII. 
THE INVERSIONS OF THE DIMINISHED SEVENTH. 


The three inversions of the din.inished seventh are used with as 
much freedom as the fundamental position. The peculiarities of 
the resolution of each inversion are as follows: 

First — Since the third, in the first inversion, is in the bass, and 
therefore necessarily below the seventh, it must ascend to the third 
of the tonic triad, forming a chord of the sixth with the third 
doubled. ee 145, @.) 


Bop ie are ———— ee ae CES 


6 ro 
5 


2 = —— =e—"- [Fe 2s Fs Z 2—2—|| 


Sometimes, however, the fifth also ascends, forming a chord of 
the sixth with the fifth doubled. (Example 145, 4.) This only 
happens when it is below the root, otherwise consecutive fifths 
result. (Example 145, c.) 

Second — The fifth of the chord, when in the bass, may descend, 
forming a chord of the sixth with the third or root doubled (Example 
146, a), or ascend to the fifth of the tonic, forming a § chord. (Ex- 
ample 146, 4.) 

(a.) 


145. 


-e (.) Bad. (¢.) 


146. 


80 HARMONY. 


The first resolution given at 6 is bad on account of the progres- 
sion of the two fourths in the outer voices. An exceptional pro- 
gression of the Vilpe is seen at Example 146, c, in which the first 
fifth is imperfect. It is not recommended, however. The second is 
much better. 

Third — Since the seventh descends to the fifth of the tonic triad, 
when in the bass it must form a § chord with the root or third 


doubled. 


Possible. 
rea I td i 
gat pt 
———g—____—_- —— 


-9- -2. ek 
bo— 


As in all preceding lessons, the different positions of all these 
inversions may be exchanged for one another before resolving, avoid- 
ing, however, all progressions of augmented seconds, augmented 
fourths, diminished thirds, etc. 

Play all the inversions of the diminished seventh chord in every 
minor key. 


EXERCISES TO LESSON XXIII. 
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1. Figured bass given. 
*8" 43 4t 6 4, 6 6 7 


te 


3 7 6 it 7386 ot 4 
SiSSe zane See =| 


3 Cane! Bass. 


See == SSS] 


4. Melody given. 


: a ee =e a ge ee Sa aE eS eer en ea aa A 
/ sahaiaaaiaiaea: | 


The < chord in the cadence may be approached by the ise ire 
instead of id the subdominant chord, viz: 
Or better. aad position. 


Be ee Pee 
bs oe 


Play in every key. 


LESSON XXIV. 
THE CHORD OF THE DIMINISHED SEVENTH. (Continued.) 


As before stated the diminished seventh chord is freely used in the 
major mode as a melodic alteration, and since it only differs from the 
dominant seventh by one semitone, as a matter of scale degrees, 


a — 4 
Zee it follows that the second, fourth, and seventh, 
Ww oftare common to both, may be harmonized as well by one as 


® Changes of position are indicated by the order of the figures. 
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the other. In case of change of position by repetition, the figures 
indicate the intervals in the upper voice. 


EXERCISES TO LESSON XXIV. 


1. Figured bass given, 6 
6 4 4 4 
D s 3 3 6 675 6 67 


2 al 


2. Open position. ¢ 
8 7b Bb 6 6 8 2 6 3 7b 6 7 
Pp Y fe 2 ee see 
FO: Beas ete oo ates See eel 
3. 6 
, : 7 of 7 3 6 A 34 6 7 
“ante e oc? o - 
Eve= === 2—— 
| — = 
4 3) 3b 
3 3) 6 6 3 85 3b 8 A é 66 7 H 7b 
= -_— 2 sea — 2+ _ 
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5.. Open Fs 
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Mf: Melody given. 
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LESSON XXV. 
MODULATION. 


The connection of chords belonging to different keys by means of 
harmonies common to both is called modulation. As different keys 
are said to be related, in proportion to the number of tones in com- 
mon between them, it follows that those of the dominant and sub- 
dominant, with their parallels, are the nearest in tonality to any given 
tonic. For instance: 

Scale of C—CDEFGABC. 
Scale of G — GABCDEF$G. 
Scale of F — FGABDCDEF. 
Every tone of G major exists in C major except Fd. 
Every tone of F major exists in C major except Bp. 
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These chords as tonics coincide with the triads erected on the 
u, ut, [V, V, and vr degrees of the scale, and when a simple melody 
forsakes its own key temporarily, it usually does not stray further away 
than to one of these related keys. 


Nore. Some theorists define related keys as those whose signatures differ by not 
more than one accidental. 


The mere succession of chords of different keys does not necessarily 
constitute a modulation. In fact, it is entirely possible for any two 
major tonic chords to succeed one another in such a manner as to be 
mutually related to the same key. For example: 


(2.) ( 2.) 
Z cael EZ) 2—|| 
= coy Saber oE ea N 


9: 2 | a 
Cie al 
W/o eV ee 5 VV 

The tonic triad of C major and the tonic triad of Dp major are also 
the dominant and submediant of the key of # minor. (Example 
149, @.) 

The tonic triad of C major and the tonic triad of B major are also 
the submediant and dominant of the key of e minor. (Example 
149, 4.) 

All the other possible successions of major tonic triads will be 
found demonstrated in Lesson LII. 

A change of tonality convincing to the ear must be accomplished 
by means of a connecting harmony which contains a tone or tones 
foreign to the original key and belonging to the new one. 

The chords most commonly used for this purpose are the dominant 
and diminished seventh, and for this reason: The major and minor 
triads and seventh chords on every degree of the scale excepting the 
fifth and seventh (seventh of minor only) are ambiguous in tonality, 


being related to more than one key. (a.) 
f = SiS ee et 
a pre ae 
etc. 
anneal (Re “RT ree oe ed 
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Such triads are supertonics, mediants, dominants, subdominants, 
and submediants, according to their relation to a given tonic. The 
combination of major triad and minor seventh (V,), or diminished 
triad with diminished seventh (v11%,), however, is never found 
except on the dominant of the major and minor, and on the seventh 
of the minor, respectively. (See Example 150, a.) 

b. 


PSE WIFE) = Hi 
2 tz: 2 | 
em ee eo oe ee 


"a SS ae Se es | 
(FZ | (IEA | 
Cet WW (RIE EG De I 
If now the progression at @ is given the ear recognizes the G triad 
as the dominant of the key of C. But if we interpose the chord x 


in Example 6, the G triad becomes a new tonic preceded by its 
dominant. 


If, then, the change of key is to be made permanent, the modula- 
tion must be followed by a complete cadence in the new key, in any 
of the forms which reiterate its fundamental harmonies. 

A formula for a permanent change of key might therefore be as 
follows: ; 

Let x represent the key to be modulated into. 

Let @ represent the key to be modulated from. 


Original key. Modulating chord and resolution, Cadence in new key. 
(FN rw OT — (SSS 
ae Ll x: VI1G or VI LVe devel 


Since any given tonic may be succeeded by the dominant or 
diminished seventh of any other key (in one way or another), it 
follows that the above formula stands for a complete system of 
modulation from any key to all the others. 

For this lesson, however, we will confine cur work to the modu- 
lation from tonic to dominant, using both the dominant and 
ae ene as ap he 


reste iar ze Spe iee 
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At a, 4, c, and d the root of the tonic chord of C major becomes 
the seventh of the dominant chord of G. Any inversion of the 


dominant seventh may be ae 
ue 


) (g:) ) Bad. 
= Z mae . Feels B FESS Set 
gies ees eee 


Go Ge tn, 


153. 


At e, f, and g the root of the tonic chord of C major becomes the 
fifth of the chord on the seventh degree (diminished seventh chord) 
in the key of G. The position at % is not possible on account of the 
false relation E-ED between the bass and tenor. 


Note. The false relation, or unharmonic cross relation, is a contradictory suc- 
cession of harmony. It consists in progressing to any tone which is chromatically 
altered, when that tone is preceded, in some other voice, by its octave wzthout the 
chromatic alteration. 


The following tables give the modulation from the tonic to the 
dominant of C major, with every position and inversion of the V. 
and vu1%, chords. 

TABLE |. 


MODULATIONS TO THE DOMINANT, WITH THE V@. 
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Poor. 


—— re (esas fae a — 
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Nore. As before explained, the diminished seventh belongs strictly to the minor 
mode only, but its use as a melodic form in major is so common and familiar, even 
in the most unpretentious compositions, and its usefulness so great as a medium for 
modulation, that the student may well become familiar with it at this point. 


. Melody given. 
QE BPEi oe eller { eaide Hee ee! 
ae an 
ee ees (1S Parr aeeee ie 
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All the other positions of this modulation should also be thoroughly 
learned in every key at the pianoforte. 
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LESSON XXVI. 
THE MODULATION TO THE SUBDOMINANT. 


The subdominant (or dominant below the tonic) is as nearly re- 
lated (as a key) to the tonic as is the dominant above the tonic. In 
modulating to this key through its dominant seventh, the root, third, 
and fifth of the tonic become the root, third, and fifth of the domi- 
nant seventh in the new key, the minor seventh being merely added 
to the chord. 


— 


Sp S| al 
Se Sees pS eriSSt 


(ll I~ II 


In the modulation through the diminished seventh the position at @ 
is bad on account of the augmented second in the tenor. 


(a-) (.) (¢.) - (a) 


=4 ieee | wees ae 
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156. 
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C:1F: vio 


This may be avoided by approaching the seventh from the root of 
the tonic as at 4, c, and d, whereby the third of C: I becomes the 
root of #: vu, and the fifth of C: I becomes the third of F: virfo. 

Transpose into all keys. 
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The following tables give the modulation from the tonic to the 
subdominant of C major, with every position and inversion of the 


V, and vul%o chords. 


TABLE |. 


MODULATION TO THE 1V, WITH Vq CHORD. 
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* Undesirable position. 
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* Undesirable position. 
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EXERCISES TO LESSON XXXVI. 


. Melody given. 
tiodulating tone in soprano. 


= Leniesei 
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3. Modulating tone in alto. 4. Intenor, 
Fe ieee ieee | ae eee 


5. In om 
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LESSON XXVII. 


FORM OF MODULATION BETWEEN THE TONIC, DOMINANT, 
AND SUBDOMINANT CHORDS. 


The two modulations, from tonic to dominant and from dominant 
to tonic, may now be combined, forming a temporary modulation 
from the tonic to dominant and return, or from the tonic to the sub- 
dominant and return, since the relation of tonic to subdominant is the 
same as that of dominant to tonic, and that of tonic to dominant the 


* Undesirable position. 
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same as that of subdominant to tonic. Such a combination would be 
as follows: 


Cadence. or 
ae | 
| | 
Sie rises SS! 
AZ ee EAgeLas at 
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1573 


Play in every major and minor key, using this formula. 


EXERCISES TO LESSON XXVII. 


«= Soprano given. 
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LESSON. XXVIII. 


MODULATION FROM A MAJOR KEY TO ITS PARALLEL 
MINOR, 


In modulating from a given major key to its parallel minor through 
the dominant seventh the third of the original tonic triad becomes 
the root of the new dominant seventh chord. 


This connecting tone is not utilized in case the complete dominant 
seventh is used in the fundamental position. 


The progression from the original tonic to the diminished seventh 


of the new key may be by either contrary or parallel motion. (See 
Lesson XXII.) 


The bass progression to the root of the diminished seventh at a is 
not to be recommended, as it involves either an augmented fifth or a 
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diminished fourth. This is also true when the first inversion of the 
dominant seventh (V8) is used. 


161. 


eee 


Both of these progressions may be disguised by using the modu- 
lating tone as a chromatic passing tone from the root of the original 
dominant. 


This properly belongs to the subject of chromatic alterations, 
however, which will be considered later. 
The available positions of this modulation are here given: 


TABLE, 
Poor, Better. 
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With third inversion. 
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This table is to be transposed into every key at the pianoforte. 
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EXERCISES TO LESSON XXVIII. 


Either the dominant or diminished seventh may be used as a 
modulating chord. 


(Eee 


Bs ¢ 6 es go, yf eee — Sea oeeaea = =f] 
a ca 


LESSON XXIX. 


MODULATION FROM A MINOR KEY TO ITS PARALLEL 
MAJOR. 


The modulation from a given minor key to its parallel major by 
means of the dominant seventh involves progression by contrary 
motion. The different positions are as follows: 


TABLE I. 


(a.) With the Vz. 
{ 2 
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(). With the 6 
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If the third of the dominant seventh chord in the fundamental 
position ascends while the fifth descends, a tonic chord with three 
roots is formed, which is not a strong position. (See Table I, a, 1, 
4,5-) This is avoided (see Table I, a, 2,3, 6) by allowing the 
leading tone to descend — not being in the upper voice. 

The consecutive fifths at ¢, 2, 3, and 6, 15.4, 5, and’ 6, ete.) ate 
correct on account of the second one being imperfect, and of the 
contrary motion in the bass, and above all from the fact thate they 
are in the inner voices. 

Inversely the consecutive fifths at 6, 2 and 3 are to be avoided for 
the same reason, even though the second one is imperfect. 

The third inversion of the dominant seventh (V$) is not useful in 


this modulation on account of the rough skip to the seventh in the 
bass. 
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In all the other positions the seventh enters diatonically. 
The positions of the diminished seventh chord in this modulation 
are as follows: 


TABLE Il. 
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* Weak position. 
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The consecutive fifths at d, 2 and 3 are to be avoided for the 


same reason as at 4, 2 and 3. 
The third inversion of the diminished seventh (vm°%) resolves to 
the tonic § chord with the third doubled (see Example g, 1, 3, 6), 


or with the root doubled (g, 2, 4, 5)-. 
These two tables are to be transposed into all keys. 


EXERCISES TO LESSON XxXIX. 
1. 2. 
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LESSON XXX. 


PRACTICAL MODULATIONS RESULTING FROM THE 
PRECEDING LESSONS. 


The modulations mentioned in Lessons XXVIII and XXIX may 
now be combined, forming a modulating phrase in major, thus: 
I: modulation to vi: modulation to I and cadence. Or in minor, 
thus: 1: modulation to III: modulation to 1 and cadence. In other 
words, from a major tonic to its parallel minor and return, or from a 
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minor tonic to its parallel major and return. Such modulating 
phrases might be as follows: 


164. 
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Harmonize the following melodies in like manner. 


EXERCISES TO LESSON XXx. 
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LESSON XXXI. 


MODULATION FROM A MAJOR KEY TO THE PARALLEL 
MINOR OF ITS DOMINANT. 


This modulation presents a slight difficulty in the progression from 
the original tonic to the dominant seventh chord, i.e., if the bass 
progresses from the root of the one to that of the other, it compels 
either an augmented second or consecutive octave in some other 


voice; 
rie Hic 
4 
om 
==- gl 
165. 
= i 
Sess 
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Rue. When the root of the tonic triad in the bass progresses 
to the root of the modulating dominant seventh, double the third 
of the tonic (see Table I, 1, 2, 3, 4, 5, 6), or 2” other words, ap- 
proach the third of the dominant seventh from the third of the 
tonic, never from the root. Consecutive fifths also result from 
parallel motion of the root and fifth of the tonic to the root and 
Jifth of the dominant seventh, when the fifth is above the root. 
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For this reason, as well as on account of the abrupt skip to the 
dissonance of the seventh (as in Lesson XXIX), it is better not to 
use the third inversion in this modulation. 
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The available positions of this modulation through the auminant 


seventh are as follows: 


TABLE |, 


i 
27 


q 


= 
a 
- 
a 


aE 


> 
a” 


a 
3 


a 
x 
é 


(2.) 


| 
| 


4 


a 
ao 


- 


= 
a 


nates 
gH8. 


eae: 
-@- -@-- 


Ele 
a 


25 
ee 
aoe 
a zee 


=1 
3° 


Reahere 


o-— 
= 


te 


es 


a 


Pm 
ans 


ee 


4 
eS 


| 


= 
as 
€) 


: 


— 


da 
tea 


Oe 


-o- 


=e 
a 


9: 


At can inversion of the intervals in the bass, F 


while not forbidden, would be much less melodious. 
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The modulation through the diminished seventh chord is somewhat 
smoother than that through the dominant seventh, because the root 
of the original tonic becomes the seventh of the modulating chord. 
The free upward progression of the third at Table Il, f, 3, 4, 6, 
is particularly strong. The positions are as follows: 
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Transpose into every key. 


EXERCISES TO LESSON XXxl, 


LESSON XXXII. 


MODULATION FROM A MINOR KEY TO THE SUBDOMINANT 
OF ITS PARALLEL MAJOR. 


This smooth change of key (the reverse of the preceding one) 
presents no difficulty, as two tones are common between the tonic 
triad and the dominant seventh, and one between the tonic triad and 
the diminished seventh. 
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The third and fifth of the original tonic triad become the root and 
third of the new dominant seventh, and the fifth of the original tonic 


The positions and 


triad becomes the root of the diminished seventh. 


inversions, all of which are entirely practicable, are as follows: 
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The positions and inversions with the diminished seventh are as 
follows: 


TABLE ll. 
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The weak positions of the tonic triad in Table II, a, 1 and 2, 4, 
I, ¢, I, etc., are caused by the necessary ascent of the third of the 
chord of the diminished seventh which lies below the seventh. This 
is avoided by the free leading at c, 5 and 6. 

The third inversion of the chord of the diminished seventh is not 
practicable in this modulation, as it involves the very unmelodious 
bass progression of a diminished fourth upward, or an augmented 
fifth downward. No interval is perhaps more difficult for the 
singer. 


167. 


108 HARMONY. 


EXERCISES TO LESSON XXXII. 
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LESSON XXXII. 


MODULATION FROM A MINOR KEY TO THE SUBDOMI- 
NANT OF ITS PARALLEL MAJOR. (Continued.) 


The combination of the two modulations given in Lessons XXXI 
and XXXII gives us the successions: with major tonic, I: modula- 
tion to ur: modulation to 1; with minor tonic, 1: modulation to VI: 
modulation to I. 

Such a modulating. phrase with a plagal cadence might be as 


follows: 
-B- 


Se eee eee ! 
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And with an authentic cadence: ~~ 


ll 


Harmonize the following exercises in like manner, using either 
dominant or diminished sevenths with their inversions. 


EXERCISES TO LESSON XXXIlII. 
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LESSON XXXIV. 


WMO LIN TIOUND TEIRCOUM J IMIR? TGIEN¢ IO) Valle TRYNRV NEC le IL 
MINOR OF ITS SYUBDOMINANT. 
When the dominant seventh is used to effect this change of key the 


third of the tonic triad becomes the fifth of the dominant seventh 
chord, the fifth of the tonic triad becomes the seventh of the 
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dominant seventh chord, and the root is raised a semitone to become 
the third of the dominant seventh chord, and in order to avoid a false 
relation this must also take place in whichever voice it originally exists. 
It is for this reason that 4, 5 and 6, is to be avoided. (See Table I.) 


Norte, To be sure, this example is not, strictly a false relation, but it has the effect 
of one on account of the skip in the soprano voice. 


When the diminished seventh chord is used the third and fifth of 
the tonic triad remain the third and fifth of the diminished seventh 
chord. One root (when doubled), is raised to become the root of 
the diminished seventh chord, while the other descends a whole tone, 
becoming the diminished seventh of the chord: or the seventh may 
enter freely if all the parts move in parallel motion, as stated in 
Lesson XXII. ‘The consecutive fifths in Example 169, a, are quite 
correct. 


= Te ey 


The third is doubled in the resolution of the seventh chord, and 
sometimes the root. (See Table II.) Transpose these tables into 
all keys at the pianoforte. 


lit 
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Dominant seventh chord, either complete or incomplete. 


The second progression is the better. 


I. 
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c, 3» The only way to raise the root in the same voice. 


6, 5 and 6. See note, page r1o. 


Gi, The 


a ale 
ea 
a 


TABLE Il. 


CoN Ch 
iN Th 
[SSe LI | 
ics ee 
‘gue Ha 
Tay 
| wy NN 
me 1 
+ Ter —\ oe 
= | u nu 
| WH 770 
TTS68 | 
|S SISTENT Aes LP | 
a | 
Q ne AYIN 
aie Rel 
jel elim 
| x i_| 
Tete | 
6 |, 
TIN 188 778 
Trees ETT 
te th 


ea 


ers lene 


6 
1 
: 


| 
Sac 
2 


4. 


3- 


(3.) 


4 
=F 
@ 


daz 
Fie 2 


f-2—- 
be 


batti—o—e 
See 


i 
rai 


= 


{ 
6 


is 
= 
Z 


Py 
ge. 


F 


e 


see 


SI 
$ 
oe 


D 


ae HARMONY. 


a, 1 and 2. Doubles either root or third. 

a, 4-6. Doubles the third. 
6, 6. The fifth, being below the root, may ascend. 
c, 2. The second progression is useful. 


c, 5. The consecutive fifths are allowed in the inner voices. 

d, 4. The free ascent of the third avoids a poor position of the 
new tonic. 

All the other positions at d are weak, but unavoidable. 

The exercises to be harmonized contain no other positions than 
those given. Either the Vq or vi1?, may be used. 


EXERCISES TO LESSON XXXIV. 
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The last exercise may be written freely for the pianoforte with 
parts doubled. 


LESSON XXXV. 


MODULATION FROM A MINOR KEY TO THE DOMINANT OF 
ITS PARALLEL MAJOR. 


This modulation is the reverse of the preceding one. In connect- 
ing the tonic triad with the new dominant seventh, the root and 
third of the tonic triad become the fifth and seventh of the dominant 
seventh chord. (See Table I.) 

In connecting the tonic triad with the new diminished seventh 
chord, the root and third of the tonic triad become the third and fifth 
of the “diminished seventh chord, and the fifth is chromatically 
lowered, becoming the diminished seventh of the modulating chord. 
As in the preceding lesson, this must take place in the same voice in 
which the fifth is already present. (See Table II.) 
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TABLE II. 
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The inversions 6 and c are somewhat smoother than the funda- 


mental position at a. 
At d,3 and 5, the connecting tone is disregarded in order to 


avoid 


which is less audible when distributed as at d, 4. 
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The skip to the diminished seventh in the bass at d, 2, is excused 
by the smoothness of the other voices. At d, 2, the free ascent of 
the third completes the chord. At d, 4, the crossing of the tenor by 
the bass compels the change of position. 


EXERCISES TO LESSON XXxXV. 
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LESSON XXXVI. 
COMBINATION OF THE PRECEDING MODULATIONS. 


The exercises of Lessons XXXIV and XXXV may be combined, 
forming complete periods containing a modulation from a major key 
to its supertonic and return, or from a minor key to its minor seventh 
degree and return. 
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The others may be combined in the same way. 

Our modulating phrases may be made more artistic by the use of 
the deceptive cadence (the triad of the submediant following the 
dominant seventh chord), since the chord of the subdominant in the 
final cadence may succeed the submediant as well as the tonic. 
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x stands for the new key. 
This formula, applied to some of the given modulations, gives 
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el 


By combining all the modulations already given, as temporary 
transitions from key to key, an interesting harmonic fabric is formed, 
which may be illustrated thus: 
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172. 


Write such passages through the following keys, ending with a 


perfect cadence. 
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LESSON XXXVII. 
THE SUPERTONIC SEVENTH IN MAJOR AND MINOR. 


The chords of the seventh formed by adding a third to the upper 
interval of the secondary triads of the scale are much more restricted 
in their use than the primary discords, the dominant seventh and 


ninth. 
Of these the seventh chord upon the supertonic is the most impor- 


tant in both major and minor, being often used to precede the domi- 

nant or tonic triad in the complete cadence; in fact, it is utilized in 

practically the same manner as the supertonic triad (see Lesson X), 

and, being a combination of the tones of the subdominant and super- 

tonic, is of great effect in strengthening the cadence. The seventh 

of the chord, which may appear in any voice, should be introduced: 
First, as a connecting tone with the tonic: 


173. 


Second, as a descending passing tone between the second and 
seventh degrees of the scale: 


This principle applies to the other secondary seventh chords as well. 


Rute. Sevenths of secondary chords should be introduced as 
connecting or descending passing tones. 


Nore. This of course does not deprive the seventh of its night to enter from an- 
other interval of the same chord. 
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The supertonic seventh chord has two resolutions. 

First, to the dominant chord, with or without the seventh 
(see Table I), in which the seventh ( of the supertonic chord) de- 
scends one degree. 


This resolution is perhaps the more frequent when the seventh enters as a passing 
tone, 


Second, to the tonic chord or one of its inversions, in which case 
the seventh of the chord remains stationary. (See Table IT.) 
The resolutions are here given in every position. 
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a. The fifth of the dominant seventh chord is omitted; or it 
might be connected in the bass, forming a V$ chord. 

6. Perhaps the strongest of the three inversions. 

The resolution to V3 is much the better. 


TABLE II. 
RESOLUTION TO THE TONIC. 
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a,6. The resolution to the I§ with the third doubled is not to be 
recommended. 


c. Here the resolution to the I$ is still weaker on account of the 
Skip in the bass. : 

d. The use of this position may well be deferred to a later period. 

These positions and resolutions are the same in the minor mode. 


EXERCISES TO LESSON XXXVII. 
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a. Seventh prepared from IV. 

6. Seventh enters as a passing tone. 


e. Seventh enters from another interval of the same chord. 
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Play Tables I and II, a, in every major and minor key. 


LESSON XXXVIII. 
INVERSIONS OF THE SUPERTONIC SEVENTH CHORD. 


The inversions of the supertonic seventh chord present no new 
difficulties. The introduction and resolution of the intervals is the 
same as in the fundamental position, and is alike in both major and 
minor. 


EXERCISES TO LESSON XXXVIII. 
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sore Tables I and II, 4, c, d, in every major and minor key. 


LESSON XXXIX. 


SECONDARY SEVENTH CHORDS OF THE TONIC, MEDIANT, 
SUBDOMINANT, AND SUBMEDIANT, IN MAJOR. 


The chords of the seventh on the tonic, mediant, subdominant, and 
submediant are practically dislocations (suspensions and passing 
chords ) of the other chords of the scale, and are treated as such. The 
sevenths of the tonic and subdominant, being major, often resolve 
upward when prepared by a connection with the preceding chord. 
On the other hand the sevenths of the mediant and submediant, which 
are minor, usually descend one degree. (See Table.) The fifth of 
these chords is often omitted, especially when they succeed one an- 
other in sequences, which is not seldom the case. When the bass 
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progresses by fourths and fifths, the third of one chord becomes the 
seventh of the next, and the fifth is omitted in alternate chords. 


The following Table shows the common resolutions of these chords 
in C major. 
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SSS 


@o the L, resolves to either the I, 1, or IV. 


6. The IV, resolves to either the IV, V, 1, or vi19(in sequence 
only). 


EXERCISES TO LESSON XXXIX, 
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6. CHORAL. 
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Play in every me also the given Table. 
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LESSON XL. 
SECONDARY SEVENTH CHORDS IN MINOR. 


The remaining dissonant chords of our harmonic system, founded 
upon the tonic, mediant, subdominant, and submediant of the minor 
mode, require but little explanation. 

The tonic seventh chord consists of a minor triad with a major 
seventh. 

The mediant seventh chord consists of an augmented triad with a 
major seventh. 

The subdominant seventh chord consists of a minor triad with a 
minor seventh. 

The submediant seventh chord consists of a major triad with a 
major seventh. 
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The major seventh of the tonic and the augmented fifth of the 
mediant chord, being the leading tone of the scale, must ascend to the 
tonic. (See Example 177, a.) 


Nore. In this connection it may be remarked that the seventh of the descending 
melodic minor scale is often used in these chords instead of the leading tone, both 
chords being indicated by 17, and III7. (See Example 177, 4, ¢.) 
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The other seventh chords are used in the same manner as those of 
the preceding lesson. 


EXERCISES TO LESSON XL. 
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6. CHORAL. 
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LESSON XLI. 


INVERSIONS OF THE SECONDARY SEVENTH CHORDS 
IN MAJOR AND MINOR. 


The inversions of the secondary seventh chords, in both major and 
minor, are introduced and resolved in the same manner as the funda- 
mental positions, and like them are perhaps most useful in sequences 
in which some interval of a chord becomes another interval of the 
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next. The inversions of the diminished seventh chord are to be used 
as in preceding lessons, in both major and minor. 


EXERCISES TO LESSON XLI. 


, SS i 
Se 


pees ee el 


Ivs viz V7 vi2 
sake Figured Lip gs ; . 3 “ 
BS Es EA eae Ea enc read ee LL 
ee ee 
Nee ter eet 
A cee 
2a ee ee 
6 6 
ps) . 6 6 Peeks as 783 
5 =e 
re ry CT 


3 s 2 6 f 3 os t 
eos ese eee ee 


3. Melody given. 


pS ese 


4 


oa = ae ee 
SS SS 
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6. CHORALE. 


SSS S== 


LESSON XLII. 
CHROMATIC PASSING TONES. 


When the progression of any voice by one whole step is subdivided 
into two half steps by the chromatic expansion or contraction of the 
interval, tones are introduced which are foreign to the key. Such 
tones may produce changes of mode, or even transient changes of 
key ; but in most cases, being regarded as melodic rather than harmon- 
ic, they do not affect the original relation of the chords to one another, 
or to the key in which they are written. Thus the chord of the 
diminished seventh, as used in the major mode, is the chromatic 
contraction of a minor into a diminished seventh. The augmented 
triad also belongs in the same category, being the expansion of a 
major triad by means of an accidental. For this reason the augment- 
ed triad was not included in the lesson on the secondary triads of 
the minor scale. In fact, its use in any form, excepting that of a chro- 
matic alteration, is comparatively rare. In this form it is altered from 
any major triad, in both major and minor keys. 

By the use of chromatic alterations, major triads become augmented 
or minor, minor triads become major or diminished, and seventh 
chords may have any of their intervals contracted or expanded with- 
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out altering their original relation to the key. These alterations may 
also take place in more than one voice at the same time, thus forming 
chords identical with the fundamental harmonies of another key, and 
still retain their relationship to the opel tonality. pate 


(25.5528 
=) SSSI 


7 Ss 


w16 I 
5 


The chord at a is of course the first inversion of the supertonic seventh of G major. 
At 6 the third is chromatically raised, forming a chord equivalent to the dominant 
seventh of the key of D. At c the root is also raised, forming the equivalent of the 
diminished seventh in the key of B minor, yet the identity of the chord remains the 
same as before the chromatic alterations tookplace. This principle remains the same 
in the analysis of all chords formed by chromatic alteration. 


All augmented and diminished intervals are discords requiring a 
resolution, the general principle of which is as follows: 

The augmented tones of an interval ascend one diatonic semitone. 

The diminished tones of an interval descend one diatonic semitone. 


Augmented Fifth. beh Octave. aie Seventh. rece iis uae ei 

ss ae 

170. (5 =e =e ae g 'ee-| oe =z =|] 
Seo 


Intervals chromatically altered may not A doubled, as the resolution 
of both voices at once would involve consecutive octaves. 
Chromatic alterations are often written enharmonically, partly on 


account of greater simplicity of notation, and partly in order to con- 
form to the notation of the chromatic scale, in which the seventh de- 
gree remains lowered and the fourth degree remains raised both in as- 
cending and descending, the other degrees being raised in ascending 
and lowered in descending. Thus: 


Instead of Instead of 
00 eps appa gee ee 


It may also be observed that, in the harmonies formed by chromatic alteration, 
there are many instances of incorrect notation in the works of the greatest masters. 
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The following example illustrates the chromatic alteration of chords 
without change of key. If the chromatic passing tones are omitted, 
the piace from chord to chord remains the same. 


e | se ailpgebieras = 
aes 


© (pete pete 


125 4,5. Fifth raised: 

3. Chromatic scale written enharmonically. 
6, 10. Seventh lowered. 

7. Third raised. 

8, 11, 12. Third lowered. 

g. Fifth lowered. 

13. Root raised. 


EXERCISES TO LESSON XLII. 
1. Figured bass given. 


¢ 38 76 6) 5 * 3 : 4 
rican = (5 —fe be Ce go i 
ey Se eee 
8- 
3 3 334 a 3b 87 


oe eae 


3. Melody given. 


HARMONY. "133 


(=a a ete 
= Sey 


LESSON XLIII. 
MIXED CHORDS. 


THE CHORDS OF THE AUGMENTED SIXTH. 


The principle of chromatic alteration applied to certain intervals 
results in the combination of tones not found in any one key. (Such 
intervals as diminished and augmented thirds and sixths, doubly 
augmented and diminished fourths and fifths are thus formed.) Such 
combinations are called mixed or altered chords, and to this class 
belong the useful and interesting harmonies known as the augmented 
sixth chords (in some text-books styled French, German, and 
Italian sixths). Their distinguishing feature is the melodic con- 
traction of the minor third into a diminished third, which being 
inverted becomes an augmented sixth. This is effected either by 
raising the lower tone or by lowering the upper tone of the original 


third. 
When formed from a major third the alteration takes place in both parts at once. 


It is from this interval of an augmented sixth that these chords 
derive their name. Although in the conventional usage of these 
chords the lower tone of the augmented sixth lies in the bass, their 
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use in the fundamental position, and in the inversions which bring 
the augmented sixth between the inner voices, is by no means rare. 
In fact, the works of modern masters contain numberless examples 
of all these combinations. It may be remarked, however, that the 
fundamental positions and inversions involving the diminished third 
are more frequent in the form of tenths, by which their harshness is 
somewhat neutralized. 

These chords are formed, according to the principle of chromatic 
alteration explained in the preceding lesson, from any chords which 
contain a minor third or major sixth, provided that the alteration of 
the interval consists of a whole step divided into two half steps. (See 
Lesson XLII.) Certain chords, however, are more frequently used 
than others for this purpose, and they may be classified as follows: 
The minor triad with the sy te 


Salita lle 
eae = 2 Z | 


The minor triad and minor seventh with the root raised. 


(.) wis 
et 


Diminished triad with the third lowered, 
(es) , 
ee 
eee 
Diminished seventh chord a las third lowered, 


pra] 


eee 


Diminished triad and minor seventh with the third raised 
(é.) 


t) 


Dominant seventh chord with the fifth lowered, 
Ff) 


= 
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Dominant seventh chord with the fifth raised, 
(g-) le 
ey eet 

These chords are here given in their most familiar form (that of the 
augmented sixth between the bass tone and the other voices), and 
although they are formed in various keys in order to show their 
derivation, it will be seen that their augmented interval in this instance 
always lies between AP in the bass and F¥ in the soprano. The 
tendency of the interval of the augmented sixth is to resolve to a 
perfect octave, both parts moving a semitone. In fact, when the 
interval is formed by the alteration of both its tones, both tones 
must of course resolve. If we omit all the accidentals we shall 
find that these chords (excepting the last one) are formed from the 
chords of the IV, IVq, and 117, in C major, to which key they may 
all resolve; and inasmuch as any or all of the intervals may be altered, 
either singly or in combination, it follows that the relation of the chord 
to a given key must depend upon the alteration. 

This is clearly shown at e, 7, the first chord of which is formed by 
raising the third of the chord of the m7 in C minor; the second by 
lowering the fifth of the chord of the Vz in G major. 


These chords will be here indicated by the Roman numerals, as in the preceding 
lessons, with the signs + and 0 added to the figures for augmented and diminished 
intervals. 


2 es Neg ET | 
eof G = Ze ae aR za “ag | 2 eet 
G: cig BS IVE? 


(eb (3¢) (14) 
THE AUGMENTED SIXTH CHORD. 


The first inversion of triads with a diminished third, which invert 
into augmented sixths, is formed in two ways, as seen in Example 182, 
aandc. 

First, by raising the root of ° as triad in a major key 


o pre = | 


from either the chord of the supertonic or the submediant, but not of 
the mediant, because the raised root of the latter would resolve out of 
the key. In minor it may be formed either from the chord of the 
subdominant or the tonic. 
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Second, by lowering the third of a diminished triad 


a. 
i= 


De eat 


from either the chord of the leading tone of a major or minor key, or 
from that of the supertonic in minor. The latter form, however, is 


not usual. 

The fifth of the chord is doubled, either in unison or octaves, and 
one of the fifths must be below the root. For this reason the chord 
of the augmented sixth cannot well be used in the fundamental 
position. In harmonizing melodies the position formed by lowering 


: : Fi 6 
the second degree of the scale is often used, instead of the dominant 4 


chord. (See exercises.) 


It is by no means to be understood that an altered chord is necessarily 
preceded by its unaltered form, i. e. by the chord from which it is 
derived. Analtered chord may be preceded by any chord from which 
a legitimate progression can be made, its relationship to a key being 
established by its resolution. 


sll 
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1. Figured bass. 


4 
eee eae — —— | 
=3 i) 7] eae 
$ mr 6 * eS f Zz e Fs le 
2 5 t 
ae 
ape ——_fe 
(D2; 2 er es es 
S 6 6t 4 nae i 
2 6 8 
[Sea 
8 6 6t 6 3 ; i : aE 
4 


See Rem eT te 


see a ee 


ee ee poe Se 
[oe ee 


+ 


+ = 


se ere ee 


The sign + indicates where the augmented chord is to be introduced. 
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These cadences are to be played in every key. 


LESSON XLIV. 


MIXED CHORDS. ( Continued.) 
THE AUGMENTED SIX-FIVE CHORD. 


If to the minor triad with raised root, or to the diminished triad on 
the leading tone in minor with lowered third, explained in Lesson 
XLII, we now add another third, there results the altered seventh 
chord, whose first inversion is known as the chord of the augmented 
sixth and fifth. The first-mentioned form is found, of course, on the 
intervals of the supertonic, mediant, and submediant in major, and on 
the subdominant in minor. Of these chords the mediant is not avail- 
able, from the fact that the raised root resolves out of the key. (See 
Lesson XLIII.) 


The chords on the subdominant in minor (see Example 187, 2) and of the super- 
tonic in major (see Example 187, 6) are the most useful, on account of their direct 
resolution, with a stationary seventh, to the tonic triad. 

(a.) 


| xe = 
[Sig 12 | pee to ee 
DAE pane ie = a A TAG a= a 
-&- a 


BE IV, (1%) 
See ee 
=a ae cs 
CG: Uy (12) 


The second-mentioned form is simply a chord of the diminished 


seventh with the third lowered, 
(c.) 
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It will be remembered that the third of the vu? is not allowed to 
descend when below the seventh, on account of the consecutive fifths 
involved. If, then, this third be lowered, it must descend; therefore, 
this chord cannot be used in the first inversion ( 8+ ), as the third would 
descend in parallel fifths with the seventh (Example 18, c). It 
may be noted, however, that these parallel fifths are often to be found 
in masterworks, especially in those of Mozart. They are still more 
often avoided when the third is below the seventh, by first resolving 
the seventh a semitone downward, 


a | -e- 
2 a i 
2p — eH] 
then the rest of the chord. 


These same consecutive fifths are also formed when the augmented 


c chord, derived from the rv, in aes resolves to the dominant triad, 


180.95? 22 Zea! 


and these are likewise avoided by first resolving the seventh. 


so Sail a 
190 ip peered 
6% 
4 
3 


This forms temporarily another form of augmented sixth chord 
(the chord of the augmented six-four-three or a); which will be con- 


sidered later. The following summary shows the augmented six-five 
chord, with its possible derivations and resolutions in major and minor. 
The form at 4 is less usual than the others. 


SUMMARY. 


ies eee eed 
j= aro ae ea pape aes 
= Se 


Iv, 
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4. 
miele 2b ogi 
22 pe SF 


The fundamental positions, as well as the secondand third inversions, 
of this chord are entirely practicable and are analyzed in Lesson 
XLVIII. 


EXERCISE TO LESSON XLIV. 


Exercise That modulation. 


Saree a 
ae ———— — — 


Ze ce 
=e 


a, It Iv6t+ 
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The augmented § chord is indicated by a + in the following exer- 
cises. 


= =a es —— 
a — === [| 
| Cas a Sa 
— See Sa rie 

== Se ese Eases ae 
(Sa Sa 


Play in every ees key. 


a oe ae Ss 


2 tee S: 


ener ese seal 


LESSON XLV. 
MIXED CHORDS. ( Continued.) 
THE CHORD OF THE DOUBLY AUGMENTED FOURTH. 


The enharmonic equivalent (or one of them) of the augmented & 
chord is formed by adding a major third, doubly augmented fourth, 
and augmented sixth to a given bass tone. 


see | 
itl sr Sr Z| 


Thus the interval Ap-D# corresponds enharmonically to the perfect 
fifth AD-ED of the augmented sixth chord explained in the previous 
lesson. This chord is formed: 

First, by lowering the fifth of a diminished seventh chord (see 
Example 192, @) ; 

Second, by lowering the fifth of a minor triad with minor seventh, 
and raising the root and third at the same time. (Example 192, 0.) 
In this form (the most useful one) it resolves to the 
nant chord, according to its derivation. Thus: 

(a.) 


Dees eee aia SS 


2 VIIZo (69) ‘e 


Digg Fala -eg a Sag sae 


C: 117 | 


age 4 eo cae Sl 


Ips VI? 


. tonic or domi- 


a. The second inversion of the diminished seventh in e minor, 
with the fifth chromatically lowered. 


6. The second inversion of the supertonic’ seventh of C major, 
with the fifth lowered, root and third raised. 
c. The same on the submediant of F major. 
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The other minor seventh chords are not available for forming this 
chord, from the fact that the altered intervals resolve out of the key. 


In the following exercises the altered chord is often preceded, as 
well as succeeded, by the § tonic chord. 


EXERCISES TO LESSON XLV. 


= ll 


| 
ae ee Ze 
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+ Augmented triad. 


4. 
Far Ror tere Persie rripeecite eset 
Add the inner parts. 


ae ; free sas ey. = perieas 


a 


ze aes ——— ; ar ae: — eee 
a= tte Se Fy oes =a EE ee 


2 aa ery 
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LESSON XLVI. 
MIXED CHORDS. ( Continued.) 
THE CHORD OF THE AUGMENTED S|IX-FOUR-THREE. 


The augmented six-four-three chord proper is erected upon any 
given tone by adding a major third, augmented fourth, and aug- 
mented sixth, and is derived from the second inversion of several 
seventh chords, viz.: 

I. From a dominant seventh chord by lowering the fifth (Example 


16%,°@) 


193.F = aS — 
{ 


II. From a diminished triad with minor seventh by raising the 
third (Example 193, 4). 


Cpe Ae 


III. From a minor triad with a minor seventh by lowering the 
fifth and raising the third at the same time (Example 193, c). 
(¢.) 


The first form (a) belongs to both the major and minor modes. 

The second form (4) is founded on the mq in minor, resolving to 
the dominant triad or tonic § chord, and on the vir? in major, resoly- 
ing to the tonic or tonic § chord. 

The third form (c) is founded on either the 117, 1117, or VI7 in ma- 
jor, and resolves the seventh downward, while the root remains sta- 
tionary. 

The following model illustrates the use of this chord in its various 
derivations. Every accidental in this example may be omitted with- 


146 HARMONY. 


out affecting any of the harmonic progressions, therefore the logical 
conclusion is that these tones foreign to the original key are not modu- 
lating tones, and do not in any way affect the original tonality, except- 
ing as melodic passing tones. 


ees eee eet 


Sere a 
———S 222 =5= poe 


6+ 6+ 
viet we 
3 3 


6+ 
Norte. The altered chord is indicated by al 


Although this apparently contradicts the principle stated at the be 
ginning of our lessons in modulation (see Lesson XXV), that the domi- 
nant seventh and diminished seventh chords are related to one tonality 
only, the fact of their being formed by melodic alteration causes them 
to lose something of their harmonic significance; otherwise we must 
recognize the chords at Example 194, 4, c, and d, as the dominant 
sevenths of E, D, and A, with their fifths lowered, to none of which 
keys do they resolve. 

In the exercises to be harmonized the sign + indicates where the ae 
is to be introduced. - 


EXERCISES TO LESSON XLVI. 
: Unngured poe ee 


oR qa? S223 Sse 
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SeeSSe= == = a iia [fee Z aie === sae. Za0 ee || 


3 ames $ + 


qe 


BSS aes ea =———— 


Ba = | 


Change the positions in the melody freely. 


Gy aS ee =a 
Seca gine! 


8. ahs 
Ae an 

ES = SS all 
9. With modulatio 


6 = = 
gs 3 oe es | <— — 
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LESSON XLVII. 
MIXED CHORDS. (Continued.) 
THE NEAPOLITAN SIXTH. 


When the root of the supertonic triad in minor is chromatically 
lowered in progressing toward the tonic, a major triad is formed, 


popularly known as the Neapolitan sixth (indicated by Noy! 


are as ere | 


It is most commonly introduced asa chord of the sixth with the 
third doubled, resalving to the tonic § or dominant chord, with or 
without the seventh. Sometimes, also, the resolution is to a domi- 
nant minor ninth chord, especially if the fifth of the chord lies in 


the soprano voice, thus preparing the ninth. 


100 ae Lie 


N6 
Both the fundamental position with the root doubled (see Example 
197, z) and the second inversion with the third doubled (see Example 
197, 6) are occasionally used, and all the positions of the chord may 
be used in the major mode by the simultaneous lowering of the root 
and fifth of the supertonic triad. (See Example 197, c.) 


Nee) 


4) y ) 


: 4 
race AES 
i SS 


Nore. Such positions as a, 7 are not really sixth chords. 
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(¢.) 
a : aes — 
ae Ze = fe 2 ee I 
SS eee 


Like all the altered chords previously explained, it is not in the 
least indispensable that the Neapolitan sixth should be preceded by 
its unaltered form. It may be preceded by any chord which pro- 
gresses legitimately to the supertonic triad, giving the preference, 
possibly, to those of the subdominant and tonic. Numberless exam- 
ples of this chord in all its forms are found in the works of the mas- 
ters since the time of Bach. Though somewhat stereotyped in effect, 
it is expressive and often very useful in harmonizing certain chromatic 


progressions, as for example: 
=e 
=I 
-@- 
etc 


i : 


When it resolves directly to the dominant chord, the otherwise 
awkward interval of a diminished bet 


199. Fee Z 25|| 


is often written, if it does not occur in the inner voices. This is il- 
lustrated at 6 in the AN model : 


198. 


a. First inversion, third doubled. 
4. Fundamental position, root doubled. 
c. Second inversion, third doubled. 
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EXERCISES TO LESSON XLVII. 
5 See ee ee 
ee = a a 
eS = 


os are 
aS 4 


EG? =—— a nie == Z — || 
grengnmnieriice 


(3 chords.) 
— Se ee oe se 
gt fot re 
4b 


[eee ee eee 


LESSON XLVIII. 
ALTERED CHORDS WITH A DIMINISHED THIRD. 


The chords of the seventh containing a diminished third, from 
which the augmented sixth chords are derived by inversion, are freely 
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used in the fundamental position, as well as in the inversions not al- 
ready explained. As stated in Lesson 43, the triad with a dimin- 
ished third and fifth is not practicable in the fundamental position, 
as its fifth must be below the root. (See Lesson XLIII.) In the 
second inversion, however, (§) it is occasionally utilized ex passant. 


—p— ss ey 
Ge" a 2 4 2 = ai 
A oo a 86 | a —H 
‘Go- ees. “B- = 
The chord with diminished third, fifth, and seventh is the enhar- 
monic equivalent of the third inversion of the dominant seventh, and is 


therefore of special value as a modulating chord, as will be more fully 
demonstrated hereafter. 


me a = _— 


F BVq_ F a: 1 6+ 


a is Vq of, and resolves to, BD: I. 


6 is 1v&* of, and resolves to, a: I. 
5 b] c} 


Since the seventh of this chord is a perfect fifth above the third, 
consecutive fifths result from a resolution to the dominant. (See 


Ale 5.03) 
Note. These particular fifths are not especially bad, being in the inner voices, 


Such fifths are avoided by placing the third of the chord above the 
seventh (see Table I, a, 2, 3, 6, 4, 4, 5, 6, etc.), in which case 
it may resolve to either the tonic or dominant triad. Observe that 
the interval of the diminished third or tenth invariably resolves to a 
perfect unison or octave. 


TABLE |. 


ge: See 7S 


-9- 


pa Sa et ee ee 
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lig 2. ae t. 5. 6. 
Cok I Nea —__-to— 02 be 
=— = oo He oo | +~_ 00 00| 9-6 
a 1258—9 ee 
deeds padre De 
= pies os ) z “ee 
a eae 
IV ee 
: 2. 3. 4. 5. 6. 


o—0|-~—» 6 HE ae oo | ete = sie (| 
-O- ote -O- Ober 


3 —o—o he 45,8 eT: eee ae at IY 8 
SEL Se | Sr tara ESY 


The chord with major third, diminished fifth, and minor seventh, 


6+ 
whose second inversion is a chord of the at, resolves in all positions 


and inversions to a tonic or dominant chord. 

The positions in which the third les below the fifth are very 
harsh, but may be improved by transposing the third into a tenth 
(see Table II, 4; all positions, also @, 1, 5, c, 3,4, 5). All the 
other positions are entirely practicable and in common use by all 
modern composers. 


TABLE II. 
“ 5: 6 
Ee ee ee Za See 
a) ote o- oe 
ee ee eae es ey ee ote 
Aig re ae eee ee ee 
P55 Le e o—|-5-#—» 
oon) et 
I 2 2 4. 5 6 


“oe ae = 


25 45 0 8 ee wee so ts = ey ein 
pean ompenanf yeni 


1 
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o. Ge se 6. 


4 
ee a et ey 
2 S Ss atl 
Z genes a26 . $2 60 ete 2-0-|| 


zara 


ee ist ah Z afe- ZO 


In the harmonizing of melodies involving the tones of the melodic 
minor scale, the raised sixth degree in ascending and lowered seventh 
degree in descending are to be considered as melodic alterations. 

The enharmonic form of the chord in Table I, formed with a minor 
third, doubly diminished fifth, and diminished seventh, is also useful 
in modulating, as its resolution is invariably to the tonic triad of a 
major key. As before, the diminished third resolves to the perfect 
unison. The positions and inversions are as follows: 


TABLE III. 
a ree ee 
gs ee oe ee eee 
: | 
oe he 
8 aes —| L'a» ee ae oe = = 


= —7 | aS ae eo 
iZ— 842 sre ape =? all 
a ar ws #5 # 
dae el a ee eS -| || 

6b 

4t 

23 


We have treated the subject of chromatic alterations and the chords 
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derived from them thus specifically and exhaustively, because the 
principle involved is one of the most important with which, we have 
to do. Innumerable other combinations may be formed in the same 
way, in which the dominant seventh and ninth with the fifth raised is 
of frequent occurrence. 


4 4 4 

= A a =a 
208.[ £2 ie re "2 i [| 

=: co ae 


The student is recommended to study out such combinations for 
himself. 

A knowledge of the preceding tables is indispensable for the 
analysis of modern compositions. 


204. at = 
a= a ee 
Apel ae 
Se | 
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EXERCISES TO LESSON XLVIII. 
1. Soprano and bass given. 
: (—--—"- te a -——f 
ae ee eee . ee 25 ek 
~ ag te ee a See ree —f- 
Se a el 
Aes Sepia = Beeeeey 
ee eerie 
gerne ee saab an 7acnl é eed 
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ae SSS | 
eS ==- = — ere se See Eee || 
5. Melody alone given. eek ee — ow 
re i ie fess eae Seas = 
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LESSON XLIX. 
ENHARMONIC CHANGES. 


It has been already shown (in Lesson XLV) that the dominant 
: : : 6 6 
seventh chord coincides enharmonically with the mixed chords att 
6+ 
and 2". 
Both of these altered chords, in their most natural relation (vi, in 


7 
minor and 3 in major) resolve to the tonic chord of the minor 
ig 
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or major key one half step below that of the corresponding domi- 
nant seventh. 
For example 


be ee ee a Se ees 
205. 
Sera eee Paes bl 
Se re ae ae ee eed 
+ 6+ i 
s: Ive : Gs ApuG 


If now, all the tonic triads are connected with these altered chords, 
as they have already been connected with the corresponding dominant 
sevenths, a new and complete series of modulations is formed. (See 
Table). Thus with one chord and its enharmonic equivalent, modu- 
lations are formed to any given key and to that of a semitone below. 


TABLE. 


saa 
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1 Ini, 
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Cc ebor C Eb 
ra eed es a 
Far ae EEE 
o — = 3 =a 


Cc VS, Cc f or 
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s3 ie 
mn Seca 
= SESS et 
Je Stor C 


== Be cate 
== “ae 


a eee) eres D 
erate ore as 


leh aaaeral 
G bb or C Bb C. 6 or 


as ea | 

fF iat a 2g aed 
SS ed 
G 


wot 


Transpose this table into all fa 
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The diminished seventh chord, on account of its peculiar construc- 
tion, is more subject to enharmonic treatment than any other chord. 
If the twelve semitones of the chromatic scale be divided at any point 
into four equal parts, the dividing tones form the intervals of a dimin- 
ished seventh chord: 


2S.) (aa eee | Pere See ak Ot ae eee 
206. = ae a == ga (22) 92 an fe {| 
iy 


and since there are but three points where this can begin (without 
reiteration), it follows that there are but three fundamental dimin- 
ished seventh chords zz sound. If we include ef minor, each one of 


these has five enharmonic forms. 
resolves to 


. = 5 Zz fa > . <i 
207. coy Sra oe ——— Fall 


a:vii2 6 4 4 
Vio 2 = 
= resolves to 
ep eo ee ee Z| 
. Zz we 7 —_ = 5 =| oa 
fiVulg 6 4 4 —— 
(fe? 3 2 
resolves toh 
er Pee a eI ok, -8- 
wie D ry : Co 
ae vasa = ————— ol 
oe ESD aa ea ma : 
o 6 4 4 o 
ab. VII70 3 2 


resolves Se 
al 


resolves to 


a 
< 

= 
|0 | 
° 

a 
Co 


The other two diminished seventh chords may be analyzed in the 


same way. 
Gry ba — pez =| 


Thus it is seen that every een of a diminished seventh chord 


i 
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is equivalent to another inversion or fundamental position of some 
other diminished seventh chord. 

As all of these positions and inversions sound alike, the identity of 
the chord can only be established by finding the leading tone upon 
which the chord is founded (see Lesson XXII) and upon which 
its legitimate resolution depends. 

The diminished seventh chord in all its forms is much used as an 
altered chord, and manyirregular resolutions are thereby accounted 


for. 
200 [6M 


oO 
€: VIZ 


Another peculiarity is its capacity for progressing eranratatleally or 
diatonically i eons a i all parts at once. 


si = == [ae = =e = 


By lowering any one of its intervals a chord is formed enharmon- 


ically equivalent to the V7, cy or er 


This of course is simply the resolution of a dominant minor ninth 
to the root of a dominant pare fas 


ei ee cadre a © eee 4_be 
21 1.98 Z Ele Es == a 


Note. The entire chromatic scale harmonized in aa ete chords is 
so written that every fourth chord is in the same key, viz.: 


3 
ope 2 ee a i et —— = 


a 


a 


& 
é=53 fel bt — 
-3 a aie g d a £ a 
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This is in order to conform to the notation of the chromatic scale, in which the 
fourth degree is raised and the seventh degree lowered, both in ascending and de- 


scending. 
ee eee 
213 ares eae ne Cae ae ae = eS || 


LESSON L. 


IRREGULAR RESOLUTIONS OF THE DOMINANT SEVENTH 
CHORD. 


Besides the regular resolution of the dominant seventh chord to the 
tonic triad there are many irregular ones, which, however, are gov- 
erned by one general principle of progression. The dominant sev- 
enth may progress to any other chord: 

First, with which it has tones in common; or, 

Second, if the parts move only one whole or half step. 

Consecutive fifths and octaves, augmented intervals and false rela- 
tions are of course to be avoided, as always. The seventh may remain 
stationary or become enharmonically changed, 


=] 
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or chromatically as an altered interval. (In this case it is often an 
enharmonic form of augmented sixth chord.) 


It may also descend as in the regular resolution. 
Thus we see that the dominant seventh chord may progress: 
First, to any triad of its own key; 


Possible, but not desirable. 


nc eA 
Sgn ase 
V7 Il Vig eee LE 


28 Ste === —| —_5—— 
—— ae ae 2 a— = ll 
etc. 


i 


sate 
iQ V7 VI V7 vil? 


Second, to any seventh chord of its own key; 


ee Spence: etc, 


: Le ee 
(ae 


peer SS Sea = =| 


117 V7 17 V7 ‘IV? 
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Third, to the tonic triad of any other key; 


== = = ee By : = 


ee oo ee —A sa | Se 2 | 
Gaiam lee Oi E 
Better. 


=e = 24 
ae oh regent 
= = ee else ae SE er gas ce = Se Seo 


Gamep? eis ot F 


* Really an enharmonic form of Se 


Fourth, s ais dominant seventh chords of ay other key; 
gaz aE are Bz ‘Bes ees Stee 
Zhe eo ee Paled enna go |= 

eas 


| 
peepee 


ee 


eee DN% A:Vé Evt BN £ vs 


s3a3= ene eee eee =2- 34 
Seabees eer peawed erie es ZAI 


Boe eee oe 


2S Sie Sse 


FAVS a Diva ADVE Bre EbV4 Eve 


Fifth, and to the diminished seventh chords of sy other key; 
(a.) I- 2. 


SE oa eee en ae 
== = Ss =e" iz—s— 


221; 


aes 
bb b 


a 
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2. 

| 

—3_— 2 7) >g— ap ee caer es 
Sa 2 bese seers eet Ee 


= 2 aa | 
ee eee 2 aa eee 
ab a 
ie 
ae i ——————— 
SSeS So ae 
= —4— | > 0 
=r 
© Je 


ae 
pees | 
oy | 


pa 
== eee 


eves Ca ee ees ac 
fe Parr 
gi a 


It will be observed that these four series of dominant and dimin- 
ished seventh connections are identical in sound, although the dimin- 
ished seventh chords are derived from, and resolved to, every possible 
key. 

This table should be studied at the pianoforte with every dominant 
seventh chord in all its complete positions, at first: 

Wertiealiv-aoc wl? sls cle d, | -etc.. then 

Horizontally: —a, 1, 2, 3; 4, I, 2, 3; etc.; until it is thoroughly 
mastered inallkeys. It is of great assistance in acquiring that facility 
in modulation so indispensable to the pianist and organist. 

Many of the consecutive dominant seventh chords may be contin- 
ued in the form+*of sequences, even those not related in tonality. 


(a) — > i == 
| 4 | = > z 
a 2) a = tz, al Zl | 
—z}——_ 4a =| ees ta 
A A ae 4 
ELEY, Cues 


(=e eS eee 
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(b.) 

SS 
ee pee a eee ee Z a -B 
ASE eee ay 3 = 


Se ee ee 


Oe ee ee 
S23 = eal 


eee | 


The chords of the ninth and of the secondary seventh are also sub- 


ject to irregular resolutions (sometimes called deceptive progressions) , 
which may be explained on the ground of affinity of key, or of 
chromatic alteration. 


LESSON LI. 
MODULATION A MINOR SECOND UPWARD. 


Returning now to the subject of modulation, we will consider the 
changes of unrelated or distantly related keys. Of these the modula- 
tions upward and downward a diatonic semitone (minor second) are 
perhaps the most important, although somewhat abrupt. Like the 
modulations already given, they are effected through the dominant 
and diminished sevenths, and also through the augmented sixth 
chords. (See Lesson XLIX.) 

In modulating upward a minor second through the dominant sev- 
enth, the root of the original tonic becomes the third of the modulat- 
ing chord; the third by being lowered a chromatic semitone becomes 
the fifth of the modulating chord; the fifth by being lowered a chro- 
matic semitone becomes the seventh of the modulating chord. 
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The modulating chord is to be used only in the fundamental posi- 
tion for the present. 


With the dominant seventh. 


Se 
223. obo be oh es ites pees 
SS | 
7 | 
aes ener |Saeetes " 
Sr nee ey ees 


Fate — 
ee | 


In modulating upward a minor second through the diminished 
seventh chord the connections are as follows: 

The root of the ah tos tonic becomes the root of the modulating 
chord. 

The third and fifth are chromatically lowered, and the seventh is 
added to the chord. 

The diminished seventh of the modulating chord in this case is 


“TS 


Q 


often written enharmonically, thereby apparently avoiding the aug- 
mented second caused by the descent from the root of the original 
tonic chord. 

With the diminished seventh. 


| 
Seip 2 See ee 
es Ube pee | Ze Pe = 
224. | Rites 
Me —DPabe -b bp 
: 2 = ; b 
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The inversions ‘of the diminished seventh chord are not to be used 
for the present. Both of these modulations may be continued indefi- 
nitely in the form of sequences. 


aS one Sosy = a j}— = eae 


Zz 
62 = maa ee 


225 
qt Srey 
2 ee ae ee = 
a=2, ee =e tp #2 — ba — 
= Sura satis ee = ——/ 
226. a Ere 
petted bo — a fe betdbe — 
SS ee SS Se 


After these modulations have been thoroughly learned in all keys 
with the cadences, they may be reviewed in sequence form. 


EXERCISES TO LESSON LI. 


-6- 
ba— be J | 4d bse 
we aan 6—be 
=— a 
Doiv4 aan ee 
Cadence. 


a es 
=f = 


eal 


Cadence. 
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Omit no necessary accidentals. 


1. Unfigured bass 


Bae boa = -bs— ——- i 
reeeeS =a ae ee eH 
D: 7 
23 


Bas pad a aac ta ce eel 


Ev:V7 


pages aosseoe ata eeeee! 
Fs eee eee 
SSS 
eee pS eaves ees 
=] Sl 


fing ia 
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LESSON LII. 
MODULATION A MINOR SECOND DOWNWARD. 


The modulation downward a diatonic semitone (the reverse of the 
preceding one), is effected through the dominant seventh, preferably 
in its first or second inversion, as follows: 

The third of the original tonic becomes the seventh of the modu- 
lating chord. 

The fifth descends a semitone to the root of the modulating chord. 

One root is raised chromatically, becoming the fifth of the modulat- 
ing chord. The other root descends a diminished third, to the third 
of the modulating chord. 

This awkward interval may be avoided by interposing a passing 
tone.) (See lx. 2272) 


Sere a See 


The second inversion of the dominant seventh chord Gs) may be 
used with equal advantage. 
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Sg ce sate =E3 2H] 


Ge 
SS ee] 


The modulation with the diminished seventh is somewhat smoother 
than that with the dominant seventh, on account of the two connect- 
ing tones between the tonic and the modulating chord. 

The third and fifth of the original tonic become the fifth and sev- 
enth of the diminished seventh chord. One root is raised chromatic- 
ally, becoming the third of that chord, while the other root descends 
a diminished third, becoming the root of the diminished seventh 


chord. The aoe tone may i igs as before. 


Consecutive fifths must be guarded against in the resolution of the 
diminished seventh chord, when the third is below the seventh. (See 
Lesson XX.) The descent of the third in Example 229, 4 and c, may 
now be freely used. This modulation, like the preceding one, may 
be continued in the form of a sequence. 


= Se. ee 
a aE P j ae 
SSS a 
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It may also be combined with the preceding, forming a modulation 
upward or downward a diatonic semitone, and returning to the orig- 


inal key. 


Eo eee sie 
oa Z [ba @ og 
j G Co be te fe! Ela a=} 


Z 2, i 
ee 
232. : 4.1 shed . ue 
5: eee 
ia = . 


Both the sequences given above, and Examples 231 and 232 are to 
be transposed at the pianoforte into every major key. 


EXERCISES TO LESSON LII. 


ae 2 2 é =e Z : ; 3 = =: = | 
iy ie if ye eo Tea 
a2 E 2 eee 

eet 2 =e 2 > : = 


| 


1. Melody given. Cadence. 


CS SS eS 
—— eo || 
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aa 7 


* Tie rests ngs where the madiody is not to be accompaniod 


LESSON LIIL 


WODULATIONS OF AN AUGMENTED FOURTH OR A DIMIN- 
ISHED FIFTH. 


This, the most abrupt of all modulations, is easily effected through 
the third inversion of the dominant seventh chord, with all the upper 
voices progressing in contrary motion to the bass. 
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@ not. f 
D, 
Bice ee me os 
——- ee == az ate ba—|-s es bes— 
233. Te 8 Rag Ne tins Da. 
Ss Sea SS eS eS 
Gb:v& 


be mae See ee =| 
SEG eo Ee eo i 


Even in this restricted form the fifth of the tonic triad must always 
be below the root, otherwise parallel fifths result, as at Example 233, 
a, 6, c. The use of any inversion or fundamental position of the 
dominant seventh chord involves parallel fifths, augmented seconds, 
or still more undesirable false relations, as shown in Example 234. 
(See note to Lesson XXV.) 


| ae aly tO 
Sere pee 
ne bb tesa 
= | 
rae ae 


This modulation may also be made through the chord of the dimin- 
ished seventh, Its harshness may be justified by the very slight 
movement of the three upper voices, none of which progress more 
than two half steps. As in the preceding lesson, the diminished sev- 
enth of the modulating chord is often written enharmonically. 


; Dz 
f= a= 2) = a= = 
-2-_be- s 
ee SESE pS ea! 
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Since the intervals of an Wee eatanotieneae fourth you diminished fifth are 
enharmonically equivalent, it is evident that a modulation covering 
these intervals has only to be transposed, with the tonic triads reversed, 
to return to the original key. For example: 

C to F¥ = augmented fourth; F¥ to BZ = augmented fourth, 
Bs = Car or.C to Ge ane fifth, GD to Dbb = diminished 
fifth, Dbb =C. 


This is shown in the aa model. 


— eee 
==: eee eee Sy 


Since, then, the sxc eee Bee is divided into two ed are by 
the intervals of an augmented fourth or diminished fifth, the follow- 
ing series of modulations is sufficient to represent all the major keys. 
C-F#(Gp)-C. 

Db-G—Dp. 

D-AD_-D. 

Eb-A-ED. 

E-Bp_-E. 

F_-B-F. 

These may be combined in turn with the modulations upward and 


Shh aly gee ah Saar 


downward a semitone, viz: 
C-F#-C-Dp-G, etc. ; or, C-F#-C-B-F, etc. ; or, C-F#-G-Db_D, etc. 
_ All these modulations should be carefully studied at the pianoforte. 


LESSON LIV. 
MODULATION IN GENERAL. KEY RELATION. 


The modulations already given have not included changes of key 
between different modes, excepting the immediate relations of a given 
tonic. But since the modulating chords (the dominant and dimin- 
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ished seventh) may be preceded by and resolved to both major and 
minor tonics,-the modulations already given are sufficient to cover all 
changes of key. In the modulations between sharp and flat keys 
many enharmonic changes occur, the diminished seventh chord being 
often so changed for convenience’ sake. As keys are related in pro- 
portion to the number of tones in common between them, the differ- 
ence in the number of accidentals in the signature of any two keys 
exactly represents their difference in tonality. 

Notr. And also their tonal distance from the natural key — the flat keys being 
equivalent to those with more than six sharps, and the sharp keys being equivalent to 
those of more than six flats. 

If, then, we consider the keys of GD and F¥ major, and of ED and 
D¢ minor, to be identical, which is the case in the tempered scale, we 
form a circle of keys leading in one direction from the natural key to 
that of six sharps, and in the other direction from the natural key to 
that of six flats. 
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The outer circle represents the series of major keys, with their sig- 
natures; the inner one that of the minor. 


Note. Keys which include more than seven sharps and flats cannot be indicated, 
since there are no signatures for them, but such keys often occur in composition, 
especially in modulations where enharmonic changes are undesirable. 


E Gt Bt 


Starting from any point in the large circle, the next following key 
to the right is that of a fifth above: (1. e. it stands in the relation of 
adominant). The next following key to the left is that of the fifth 
below: (i. e. subdominant). The three keys indicated by small 
letters on the small circle are the parallel minors of the same, and the 
six keys included in the dotted lines represent the key of C major with 
what might be styled its nearest relatives. If the triangle be revolved 
on the axis x, the keys included in the dotted lines will bear the same 
mutual relations as those given above. 

This diagram shows at a glance the mutual relationship of all keys 
to one another. It is useful in many ways for oral work in modula- 
tion, of which the following is recommended: 


239. 
To C Major and Minor.: 


I. Modulate from every key 


to C major and minor. 


Then into all other major and minor 
keys in the same way. 
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240. 
From C Major and Minor. 
C 


II. Modulate from C major Zo 
every major and minor key. 


Then from all other major and minor 
keys in the same way. 


p? B 
III. Combine the preceding, forming a modulation from C major 
to and _from every other major and minor key. 
Then /rom all other keys in the same way. 


241. EI Cre 


IV. Modulate by a sequence 
of fifths through all the major keys 
(GG, Di Asete,). 

Modulate by a sequence of 
fourths through all major keys 
(CoP BP ED fetes); 


Then through all minor keys. 


V. Modulate by sequences of 
major seconds in both directions, 
and in two series: 

C.D, EL FE, ete Cs Bp, Ap: 
Gb, etc., and G, A, B, etc., G, 
F, ED, etc. 


The same through the minor keys. 
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VI. Modulate by sequences of 
minor thirds in both directions, 
and in three series: 

C, Eb, Gb, A, C. ) and in the 

Dp, E, G, BD, DD. } reverse di- 

D, FAD. BD. rection. 


The same through the minor keys. 


VII. Modulate by sequences 
of major thirds in both directions, 
and in four series: 

CAESAD,.G. 

Db, F, A, Dd. 

D, Gb, BD, D. 

ED, G, B, Eb. 


The modulation by sequences of semi- 
tones is given in Lessons LI and LII. 


MODULATION BY TONIC CHORDS. 


Although an exhaustive system of modulation by the connection of 
dominant and diminished seventh chords is here completed, our stud- 
ies are by no means finished. Practically, any chords may be utilized 
to effect a change of key. The secondary triads (as well as their 
seventh chords), being neutral or ambiguous in tonality (i. e. belong- 
ing to more than one key), are identified as real tonics by the keys 
into which they lead. For example: 


ae 
2 Z =| 


Nave 
ae 
QIN 
HT 


245. 


Gal 117 ig V7 I 
Not Ci a7 


— 4) @ 
Le o—— hee 
| 
-—p- 
las is Ss @ 
a a ee 2 
a eae =a = 
él 16 IV V-7 VI 
not C: III III VI e:V-7 VI 


This shows that tonic triads may succeed one another and form a 
permanent modulation, if succeeded by a complete cadence. The 
following table shows how this applies to* all successions of major 
tonics, on account of their mutual relationship to the same key. (See 


Lesson XXV.) 


TABLE. 
5 


4. 

ae Ate 
== ay ae == oes 
=== 


eS 
B 


6. wP 8. Q. eit ete 
a Stale = aaeo ke ee 
. a SB aa + am Z iz Z Zz Z| 
ad He He Bas S ieees Sess Ze Z-|| 


See ate Pee eae! 
C cE Cae 


G C Db Ab 


seers 


EXPLANATION. 


1, C major I and V; 2, G major IV and V; 3, Parallel and 
tonic major of @ minor; 4, Parallel major and dominant of a@ 
minor; 5, e minor VI and V; 6, N®& and V of 64 minor (see note) ; 
7, V and VI of f minor; 8, Dominant and parallel major of £ 
minor; 9, Tonic and parallel major of c minor; 10, F major V and 


IV; 11, F major V and I. 
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Note. The corresponding succession of C and F¢ at No. 6 occurs whenever the 
Neapolitan sixth is followed by a dominant chord. The derivation of the Neapol- 
tan sixth in this case is as follows: 


1? N6 Vv 


and its continuation as a permanent modulation through the major subdominant is as 
follows: 


247, 


CI b:N6 V Fev a I 


CIRCEES OF KEYS. 


The entire series of circles of keys shown in diagrams 239 to 244 
should now be studied as tonic successions. 

The circles of the fifth and fourth are shown at Example 241. 

The circles of major thirds are shown at Example 244. 

The circles of minor thirds are shown at Example 243. 


Notre. A key may be established by a cadence at any of the points on these 
circles, forming a permanent modulation, 


Finally, it is not the case that all modulations must take place by 
the most direct means. In practical composition keys are finally 
changed by modulations through other keys, thus avoiding both 
abruptness and monotony. The shortest road between the two keys 
is not always the best from an artistic point of view; but one who 
knows the shortest road will surely know the longest. A general 
principle for modulating to a given key through other keys is as fol- 
lows: 

Choose connecting keys whtch tend tn the direction of the new 
key to be established, by adding sharps or flats to the signature. 


Ae HARMONY. 


In this connection the following table may be found useful. 


TABLE. 


Ito V adds one sharp to (or removes one flat from) the signature. 

I to IV adds one flat to (or removes one sharp from) the signature. 

I upa minor third adds three flats to (or removes three sharps 
from) the signature. 

I down a minor third adds three sharps to (or removes three flats 
from) the signature. 

I up a major third adds four sharps to (or removes four flats from) 
the signature. 

I down a major third adds four flats to (or removes four sharps 
from) the signature. 


This is illustrated by diagrams 230 to 244. 
Play this table, beginning on each major tonic triad successively, 
and succeed the second triad with a complete cadence. 


ee SSONM va 
THE NON-HARMONIC TONES. 


Since the tones of a chord are called harmonic tones, the non-har- 
monic tones may be defined as tones combined with a harmony to 
which they do not belong. A chord being a combination of tones de- 
rived from thirds (see Lesson I ), its non-harmonic tones are those 
which lie between or adjacent to those of the chord. ( Harmonic 
tones. ) 

The non-harmonic tones are divided into several classes, according 
to the relation which they bear to the harmonic tones, viz: the sus- 
pension, the anticipation, the appoggiatura, the passing tone, the 
embellishment, the changing tone, and the pedal or organ point. 


SUSPENSIONS. 


A suspension is a temporary dislocation of any interval or intervals 
of a chord.’ It is caused by delaying the diatonic downward or up- 
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ward progression of any voice during a change of chords, forming a 
suspended tone foreign to the harmony. 


=) ere | 
= 
1 2 3 


Thus, the tone c (1), the root of the triad of C, is delayed in its 
progression to b (3), the third of the dominant seventh, by being 
suspended (at 2) in the tenor voice while the rest of the harmony 
changes, thus dislocating temporarily the third of the dominant 
seventh chord. The three tones in question are named the prepara- 
tion (1), the suspension (2), and the resolution (3). 

Any interval may be suspended in any voice, provided that it event- 
ually progresses diatonically, 

Strictly speaking the seventh of the dominant chord cannot be sus- 
pended, for the reason that it simply adds another third to an exist- 
ing triad. But in combination with other suspended intervals it 
has the effect of a true suspension. c 


(a.) (.) 


erat | —— lates 
2 4 7) = =a — 47s Zz a area 
“@-24—_ | sS a a a gy a—| 
C32 zg a a ee 
; Sak ee oa a ao z 
249. 


ieee a 


At a the progression of the soprano adds a seventh to the dominant 


chord, while 
At 6 the seventh and fifth of the dominant seventh are practically 


suspended, even though the mediant triad is temporarily formed. 


The preparation, in strict writing, is not allowed to be shorter (in time value) 
than the suspension, but as this is purely a question of rhythm, it is not necessary to 
observe the rule here, excepting when the preparation and suspension are tied. 


The suspension occurs on the accented beat, although not necessa- 
rily on the strongest accent. On the other hand, the resolution is al- 


ways unaccented. 
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Since the suspension of any interval which is doubled must inevita- 
bly form a dissonant seventh or ninth, and since a ninth must never 
lie less than nine degrees above a root (see Lesson XIX), the follow- 
ing rules must be observed: 

Rute 1. The resolution of a suspension may be doubled stmul- 
taneously with the suspension ttself tf tt is a ninth below the 
suspension, but the suspension and resolution must not appear 
simultaneously tx the same octave. 


Good. Not good. 


(a 
b= SSS =| 


It is even better to avoid the doubling of suspended intervals 
whenever possible, by the use of other positions and inversions, and 
for the reason that the leading tone is seldom doubled, — 


Rue 2. The leading tone ts not suspended when already pres- 
ent tn some other votce. 


Not. oe 
eae —-+ a Ss 
6S ae 
25115 
9: 2 = ===: Sea's) | Z — 


Rue 3. Zhe resolution of a suspension in the bass must not be 
doubled in an upper votce. 


=S 2s 
=—==—— 


The suspension may or may not be connected by a tie. 
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EXERCISES TO LESSON LV. 


a. Fifth suspended. 
6. Root suspended. 
c. Third suspended. 
d. Seventh doubled temporarily. 


eg ote es peeeeseaeecanee| 


2. 
@-|2@ + ia o--@ @ nd @-@ Gemai 
Fe be tacos fraeeaiaa eases ree 
8. With modulation 


(See 
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5. speaS Eee in the bass. 


SE rae SS eee nee ae 
Pie eens eet 
ee eee a ae = 
Sr es =a 


LESSON LVI. 
SUSPENSIONS. ( Continued.) 


Suspensions may occur in more than one voice at the same time 
(double and triple suspensions). Such suspensions often form 
combinations of intervals identical with the secondary triads and 
chords of the seventh, especially when they resolve into one another. 
(See Example, and compare Lesson XL.) 

b. 


253. 


Thus the above example is analyzed as (a) Ve, (4) IVe, (c) ule, 
(@) Ug, with each third and root suspended, instead of (a ) ug Va; 
(4) I§ IVe, etc. (See Lesson XL.) Such instances are very common 
in sequences.. 
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In the treatment of suspensions in the inner voices it is somewhat 
more difficult to avoid the combination of suspension and resolution 
in the same octave. For this reason the given exercises are principally 
in close position. Rule 1 must be strictly adhered to. 

In working out the following exercises first harmonize the bass 
without suspensions in the upper voices. Then alter the diatonic 


downward progression into prepared suspensions with their 
resolutions. 


EXERCISES TO LESSON LVI. 


Sosa eee oe eee oe 
Get Se 2 = : = iz te 


a. Root and third suspended. 


Sta Seer Sel 


Sites eee = Sie 


eS 
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4+ 83 


p= Sa aaa 
peas SS eel 


5. Soprano given. 


: —— ee = aes 22: 


E ar oe ae ——(2 aoe = —— aS 
SS SS 


——— SS e— = a ——— ———— —|| 


LESSON LVII. 
THE INVERTED SUSPENSION. (Retardation.) 


The suspension resolving upward is called retardation or inverted 
suspension. 

It is of less frequent occurrence than the regular suspension, and is 
most commonly found on the third or seventh degrees of the major 
scale, and on the second and fifth of the minor. It may, however, 
be formed on any degree of the scale, provided that the tone to which 
it progresses is not present at the same time in some other voice and 
in the same octave. 

a. b. 


Bees oS = 


We 


a. Retardation of the third. 
4. Retardation of the root. 
c. Retardation of the fifth. 
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Here again many combinations are formed, identical with the 
secondary seventh chords, as in the case of the regular suspensions. 
(See Lesson LVI and XL.) 

The upward and downward suspensions are very often combined, 
forming three parts of a legitimate chord with its regular resolution. 
Such cases are practically the anticipation in the bass of the har- 
mony to which the suspension resolves, thus: 


a. Root retarded, third suspended. 

6. Root, third, and fifth suspended. 

Or practically, the roots of the C major and A minor triads are 
anticipated in the bass. (See Lesson LVIII.) 


EXERCISES TO LESSON LVII. 


a (hb Ga 
2 its a EE Koes =~ | = 
— Sees re) -—z Se 
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Third suspended and retarded, fifth suspended. 
Seventh retarded. 

Third retarded. 

Third retarded, fifth and third suspended. 
Root retarded and suspended. 

Root retarded, third suspended. 
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GES Rea =a se Loess 
i 
fp=aS=5 SS =F = 


Cae se Ser eeeeirerre 


Gs== == ie ees St 


a= a naan eee ee == SSE 
f == vee =—2=|b c= Ses pao SS 
=== — ne =o ee ey 


LESSON LVIII. 
THE APPOGGIATURA AND ANTICIPATION. 


A suspension which enters freely, i. e. without being prepared in 
the preceding chord, is called anappoggiatura. Itis resolved down- 
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ward or upward one degree, like the prepared suspension, but in the 
latter case commonly progresses only one half ao 


| 
= | a a = 
iz} E oe Sees 
— 


| 
vol cite | 
Se | Z Hie ZH] 
-B- e- -o- 


SS 


The appoggiatura may be approached by a skip (if not unmelodic) 
from any tone of the preceding chord, but 2o¢ from another non-har- 
monic tone. ‘The only exception is when it moves upward or down- 
ward by a third to another appoggiatura of the same harmonic tone. 


ses) === Sess 
= Bae ae Z| ao ll 


Eos ee eel 


The appoggiatura may appear in any voice, but is somewhat more 
easily assimilated by the ear when it lies in the upper voice. It may 
also occur in two or more voices at the same time (double and 


= =e 
ai 


cy =I] 


° 
—— 
Such combinations may often be analyzed, however, as altered 


chords. 


triple appoggiatura). 
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ANTICIPATION, 


An anticipation is an unaccented tone which moves to its position 
in a chord in advance of the other voices. It is thus the literal re- 
verse of the suspension, becoming a non-harmonic tone by advancing 
a progression, whereas the suspension becomes non-harmonic by 
delaying one. 


£ aos elcee Sasa ee 
: ee eZ aa ee a 


an advanced. 


ie 


pS SESS fs Se Se 


Like the appoggiatura the anticipation may appear in two or more 
voices at once. (See Example 260, a, 6.) In fact, an entire chord 
may appear in advance of the beat to which it naturally belongs, form- 
ing anticipations in all the voices. (See aye 260, ¢.) 


a. b. < : 
|— = | N all 


Peeps me earererrer eee 


{ 
See eee 
Fae Be ae a il 


The anticipation is not always repeated or tied over as a harmonic 
tone, but may progress to another tone of the same chord. This is 
called irregular anticipation. 


259. 


pp se i 

(Cred = = 3 elie=e tet 
261 ai | wee | 

lb ze oF seize =s fet ze H 


These are sometimes called changing tones, or Fux’ changing tones, 
being a license in strict counterpoint allowed by that authority. 
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EXERCISES TO LESSON LVIII. 


as 2 = 


a. Appoggiatura. 
6. Anticipation. 


SS 
= SS ee 
eS ae 
st Has Saneseireras 


Zee a ae Sela aw By Eee a | 
aa Soe eects : Sar Sasa 


— “a —__»- —_ Se ee eee 
= ea dey mac 4 Sa es ase & 
gata 


Note: The anticipation is commonly shorter in time value than the tone which 


succeeds it. 
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LESSON LIX. 
THE DELAYED RESOLUTION OF THE SUSPENSION. 


The resolution of the suspension and appoggiatura, whether down- 
ward or upward, is often delayed by the interpolation of other tones 
belonging to the chord, or forming an embellishment of the resolving 
tone. When the suspension comes on the first beat of the measure, 
the resolution may be delayed until the third or fourth beat, or even 
longer, by devices like the following. 


a. Fifth of the chord interposed. 

é. Ornamental or embellished resolution. 

c. Ornamental or embellished resolution delayed until the fourth 
beat. 

d. Ornamental or embellished resolution delayed until the first 
beat of the succeeding measure. 

The suspension or suspended chord is occasionally extended during 
a change of harmony (see Example 263, a, 4), 

(a.) (2.) (®) 


pe ene WE ts ee 
(See aaee sl 
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or exchanged in position with some other voice (see Example 263, 
¢); and the harmony may be changed at the resolution of the sus- 
pension by the chromatic alteration of existing intervals, or by the 
addition of sevenths to the chord, or by any other legitimate means, 
which do not interfere with the original resolution of the suspension. 
(4.) 


Here again the sequences of secondary seventh chords, (see 
Lesson XX XIX) are of frequent occurrence. (See Example 264, 4.) 


EXERCISES TO LESSON LIX. 
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In harmonizing basses, add the suspensions after the fundamental 


harmony has been selected. 


ele n= ay 


edie 


SoS —— oe S222 ee esi 
es Bs ies oe elt hice fee a 
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oe 
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fo 
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LESSON LX. 
THE PASSING TONE AND EMBELLISHMENT. 


The chromatic alterations referred to in Lesson XLII have been 
characterized as melodic passing tones, and to this class belong also 
the successive tones of the diatonic scale which occur between the in- 
tervals of a chord. Thus: 


65.6 @ aaa 
a r) Co ae 
oe eS a Ss Dreamer oe 

ee eo 2 [| 

am any Co 
eS ee ee eee eee 
-o- “GB law 

i ame 


The passing tone, which, instead of proceeding to the next har- 
monic tone above or below, returns to the same one, is called the 
embellishment. 


Many ornamental figures and melodic embellishments such as the 
turn, the mordent, and the trill, have their origin in such nonhar- 
monic tones. 

The passing tone and embellishment may occur in any part and 
between any intervals of a chord, but like the appoggiatura the 
ascending embellishment is more often by a semitone. (See Exam- 
ple 266.) 


Consecutive perfect fifths, formed by the combination of a passing 
tone with a harmonic tone, are universally condemned in text-books 


but nevertheless written with impunity by all masters. Such fifths 
are often of strikingly beautiful effect. Such examples, however, 
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should be regarded as the exceptions which prove the rule, rather 
than the rule itself. Thus: 


MENDELSSOHN. 


Intervals of a second between a harmonic and a passing tone should 
not be followed by a unison in the same voices, viz. : 


268. 


and this is easily avoided by changing the direction of the voice 
containing the passing tones. 


EXERCISES TO LESSON LX. 


Harmonize the given basses with either diatonic or chromatic pass- 
ing tones (half notes) in each voice in turn (three exercises to 
each bass ), thus: 


(a.) Jn soprano. 
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(2.) Inalto. 


In harmonizing basses in triple rhythm two notes in each measure 
may be harmonic; suspensions and retardations, prepared and un- 
prepared, may be freely introduced; the third of the chord may be 
temporarily omitted, and the seventh doubled on an unaccented beat. 

Harmonize given basses, with three half notes in each measure, in 


each voice in turn (three exercises to each bass). 


ee 


LESSON LXI. 
ACCENTED AND DOUBLE PASSING TONES. 


the accented passing tone does not differ from unprepared suspen- 
sion except by being preceded by the nearest adjacent tone above or 
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below. The following example shows the difference in effect of ac- 
cented and unaccented passing tones with the same harmony. 


x70 ° Q © i eee 
(aS ears ER 


270. 


X Unaccented passing tones. 

o Accented passing tones. 

* Anticipation. 

{ Embellishment. 

Accented passing tones may occur in any voice but are somewhat 
less discordant when in the outer voices. They are often combined 
with other dislocations of intervals (suspensions, etc.) in same har- 
mony. 


271. 


Both accented and unaccented passing tones may be written in two 
voices at once. Such double passing tones usually move in parallel 
sixth and thirds or by contrary motion. 

Continue the following exercises, with quarter notes in each voice, 
in turn utilizing accented and unaccented passing tones and suspensions 
as before. 

Write each exercise three times, 


dey si | »| Continue soprano (with harmony). 


Set ee ES 
== 


* Accented passing tone in the bass combined with suspension in the alto. 


HARMONY. 199 


ae Continue alto (with harmony). 


Se = a 


Cara ee 


a ee ee 
SSS == 


’ ri | | 
[og ly | al eae ate at ame tenor (with harmony). 


a 


4. Soprano given. 
= =] 


aa as a Sse SS Se 
=: 2S — 
2S) eae a = 
Continue bass (with harmony). 


= Se ee, 


lin 


LESSON LXII. 
OBLIGATO MELODY. 


In the preceding lesson the notes of the running part derived from 
the given harmony were all of the same rhythmical value. Such a 
part can have but little melodic significance in the esthetic sense, on 
account of its rhythmic monotony, and is, in fact, a species of count- 
erpoint formed by embellishing the tones of the fundamental harmony. 

If, however, we add toa given harmony a melody possessing rhyth- 
mic variety and interest, as well as contrapuntal accuracy, we are 
at once outside the proper sphere of harmony in its strictest sense. 
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Gounod (in his well known Ave Maria) has added a striking 
melody of this kind to a fundamental harmony by Bach: 


ssir 


No arbitrary rules can be given for the construction of such melodies. 
The beautiful in art is not developed by rules, but by reasons, and it 
is hoped that the musical pupil, with the experience gained in the 
preceding lessons, will be able to avoid the illogical, common-place, 
and ugly for himself. 

The cadences on pages 14, 17, 22, etc., may be used as fundamen- 
tal harmonies for melodies, which for the present are to be written 
only in the upper voice. 

Also to the following harmonies. 


1. 
0 ae = = 
22 ea Z == SS== 


NY 
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LESSON LXIITI. 
THE PEDAL OR ORGAN POINT. 


A tone which is held or repeated against a series of passing chords 
is called a pedal point, or organ point. 

It commonly occurs in the bass voice, but is also to be met with in 
the alto, tenor, or soprano. In the latter case it is sometimes 
called an inverted pedal. It is most frequently used on the dominant 
to postpone an ending: 


=op So 
ig a cs ay 


a C 


i 
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® BACH. 

SS ee 

(a= Sa 
Cau ‘o- -9- | | | e 
274 | ; | 
is si | f go “l 

=) irae mess —— 4-6 —s resis 2 

lb A oe eee eee | 


In this example the pedal point is in both the upper and lower 
voices. 

The sustained tone is used occasionally on other degrees of the 
scale, and sometimes on both tonic and dominant at once: 


Numberless examples of such passages are to be found, especially 
in works of a pastoral character. 

The principle involved is the same as that of combined passing 
tones or passing chords, the moving voices progressing independently 
of their connection with the sustained tone. Thus many dissonant 
combinations are formed, among which the dominant and diminished 
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seventh chords on a tonic pedal (@) and the secondary seventh 
chords on a dominant pedal (4) are the most important. 

(a.) (d.) 


I | C2 3) r sare Se 
oats E , Fe a a 
——— 


gi ie Aa eo : T, 

SSS Se 

os ee Z=Il 
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No arbitrary limitations can be given governing the use of 
dissonant harmonies against the organ point. The sustained tone 
should be a root, third, or fifth of the first and last chords of the 
succession, and the intervening chords should not be so persistently 
dissonant as to be unsatisfactory to the ear. The more intricate the 
harmony, the less should the voices skip, and diatonic and chromatic 
scale progression are always of good effect. 

The following is a stupendous example of an organ point on the 
dominant, from the Symphony in C minor by Brahms. 


eae : wenncnne nesses sens ae ek: 
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EXERCISES TO LESSON LXIIL 


ee the inner iad 


lei eae A 


ees =p 
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@ a gp" 
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Add one inner part. 


SS SS eee 
Se canes ans eas eee en = 2 i 


5. 
eee ee cane = 
Tasca cee SS Biss esese ee ae 


Eats reas oases eee mar rae o a ies 


Write original periods on tonic and dominant pedals, using the 


exercises as models. 


LESSON LXIV. 
THESINVERTEDS PRED AI 


The organ point in the upper and inner voices is frequently used, 
especially in organ and choral works. The following is a beautiful 


example by Mendelssohn: MENDELSSOHN. 


pont tala fash ceplapePedatln 
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Another one Pe Bach: BACH, 


Daa ey ee Sa 
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EXERCISES TO LESSON: EXIV: 
ao the inner parts. 


— ———— Se ao 
a eae (nae aoe el AZ | 
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Add ¢hree inner parts. 
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ae 


5, MRE Sh ae ee 
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Add a pedal note and ¢hree other parts. 
SaeeAltos 


is eee 


SSS Sel 
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Add the tenor and bass. 


4. 
CaaS ee eee See 
ae = ae ara 2 zie tall 
5. 
eae Sa Ss Se 
l = 5 (aes 
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Add the soprano and alto. 
6 


a eee 


a eo 


Tare — @ rn ze = - ee 
2S eae a 


Dips S= Sara ese E el | 


Write original periods, with pedal notes in upper and middle voi- 
ces. 


LESSON LXV. 
MELODIC FIGURATION. 


The elaboration and embellishment of a melody by means of non- 
harmonic tones is called figuration. The nonharmonic tones are 
often combined with the harmonic, in arpeggio forms and otherwise, 
and all forms of nonharmonic tones may be utilized. 
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The following examples illustrate melodic variation of a given 
melody, the fundamental harmony remaining unchanged: 


(a.) Original melody. BEETHOVEN. 


280. (Dir 5e aes ae =: ‘S 


ee PSs ste -0- © 9- » - 
DRG) Se eS ee 


(c.) Another figuration. 
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(2.) Original melody. ————= a 
ata Pee eeer EE wi eeoe ie i oe | 
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fhe: 
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(a.) Original melody. BRAHMS. 


(6.) Figuration. 
eo Ezzeezare aS = ipieere oe 


The following example shows the different species of nonharmonic 


tances: applied to a single given tone: (D) 


Accented Accented assin 
Suspension. Appoggiatura. Anticipation. om = 


oj Stes SS =. as a2 


= aa sea = 


5 


Retardation. Unaccented passing tone. Embellishment. 


ee ee ee ee ee ee ee ee 


All nonharmonic tones are governed by the same general law as 
the discords in counterpoint, viz. 

I. Accented discords must be prepared « or enter from a tone of 
the previous chord. 

Il. Unaccented discords are tntroduced and resolved by dia- 


tontc SUCCESSION. 

No arbitrary rules can be given for the selection of nonharmonic 
tones ina melodic variation. As the object is to evolve a simple and 
graceful melodic outline, unmelodious successions of intervals are 
principally to be avoided. 

The given exercises are to be worked as follows: 

First. Harmonize the given melody. 

Second. Make a figuration of the melody, two notes to each beat, 
and reharmonize, retaining the original bass. 
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Third. The same with four notes to each beat. 
Fourth. The same with three notes to each beat. 


2 
fe eee! 
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LESSON LXVI. 
HARMONIZING OF FLORID MELODIES. 


In harmonizing any embellished melody the harmonic tones must 
first be mentally separated from the nonharmonic ones. The process 
is the exact reverse of inventing a melody for a given harmony ( see 
Lessons LXI and LXII). On general principles, the harmony will 
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consist principally of the three principal triads and their inversions, 
with modulations to the adjacent keys. Tones progressing by a skip 
are usually ( though not invariably) Aarmonic in character; the em- 
bellishment, on the other hand, being diatonic. 

A melody may be simplified by omitting the ornamentation, ren- 
dering the fundamental harmony somewhat more obvious. Thus: 


a. Original. 


20+ EE Basses reer iiae: | Ft a 
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In harmonizing the given exercise: 

I. Reduce the melody to its simplest form, as above. 

II. Harmonize the same, as s¢mfly as possible. 

III. Write the original melody with the same harmony with what- 
ever alterations are necessitated by the part writing. 

IV. Harmonize the melody, off-hand, without reference to the 
studies, I, II, and III, already made. 
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6. Bass given. 
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LESSON LXVII. 
ACCOMPANIMENTS. 


Accompaniments are formed by representing the tones of a funda- 
mental harmony in succession or by repetition, or as combinations of 
both, forming figures which are reiterated at each accented beat, or 
oftener. These conventional figures, of which there are practically 
an infinite number, trace their rhythmic origin to the broken chords 
and arpeggio forms in one, two, three, or even more voices. In the 
more idealized forms, the nonharmonic tones and embellishments are 
also freely combined with the tones of the chord; two (or more ) 
figures of accompaniment may be used simultaneously; contrapuntal 
parts are even introduced, or secondary melodies in the form of an 
obligato added to the accompaniment. 

The function of the accompaniment is to furnish a harmonic and 
rhythmic background, which shall enhance the beauty and effect of 


the melody itself. 
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Some of the more common figures of accompaniment are as 
follows. Beginning with the broken chord form, in one voice: 


(a.) (2.) (¢.) 


=e -0- 
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In two voices. 
(a.) 
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In three voices. 
(a.) (2.) (c.) 
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With embellishment. 
(a.) 
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Two simultaneous figures. 
(a.) ae: ae 


289. 
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The following examples are from the ‘¢ Songs without Words” by 
Mendelssohn, which present a remarkable variety of accompaniment 


for lyric melodies. 
1. 
Lita a gavide eee re my 
oe 


ga eae rae 
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so eee eee 
1 Cae aaa aren cae 


al | — 
s “$: ; song ae 


gaara 2 Eee Sele 


Form the following chords (at the pianoforte )into figures of ac- 
sae ee like the examples at 285-290. 


pie ee eas 


Rewrite the following harmony in the form of an accompaniment, 


according to above models. 


ce ag ae te oe 
ees eee ee ame 
2 LoS Zhe [eer lrezas 


The cadences on pages 14, 17, 22, 28, and 36 may be used in the 
same way. 

The melodies givenin Lesson LX VI may now be accompanied, with- 
out altering the harmony previously written. Accompanying figures 
should be chosen, best adapted to the character of the melody, and 
each piece when completed must be possible to play. 

The simpler melodies in the preceding lessons may also be used. 
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LESSON LXVIII. 
THE CHROMATIC SCALE, HARMONIZED. 


The nature of chromatic progression is such that the greatest possi- 
ble scope can be given to any harmony which accompanies the chro- 
matic scale. The simplest method is to consider each sharped or 
flatted tone as a chromatic alteration of one of the degrees of the dia- 
tonic scale. Thus: 


SS ee 
a — 66 
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Or we may modulate in sequences between the tones of the chro- 
matic scale, regarding them as the roots of a series of tonic chords in 
a circle of major seconds, major and minor thirds, perfect and aug- 
mented fourths, etc. For example: 


( For convenience sake the chromatic scale is here based on F.) 
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The harmony which connects the tonic chords must progress as 
smoothly as possible. Each tonic chord will be immediately preceded 
by a dominant, or diminished seventh, or other chord of which it is 
the resolution, and any chord may be written enharmonically. 

Continue each sequence as here indicated. Each exercise should 
be carefully written out and transposed, at the Pianoforte. The dia- 
grams in Lesson LIV will be found useful in this connection. 


ey 


— | 


5 


Also beginning on Gb, G, and AD. 
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ee pa | 
wn ¥ Wen 
as == =e 
be pte 
=a et ——— 


Continue the circle of ears until complete. 


SSeS 


pacane! in open position. 
ees a B 


Also beginning on GD, G, Ab, A, and BD. 
The harmony of the descending chromatic scale may be founded on 
the following sequences. 


Gee poesiee peel 
a 


Also beginning on E. 


geal 


Also beginning on E and E?. 


(pare zee eS 


Also i on i): Se and Doe 
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Pel 


Cc. 


— ee 


Also beginning on E, ED, D, Dd, and C. 


Sequences may also be formed of tonic chords in the third and 
fifth positions, connected by modulating chords. The student is 
recommended to invent such forms for himself and carry them 
through all the keys. 


LESSON LXIX. 
THE FIGURED CHORALE. 


Passing tones may occur in two or more voices at once, provided 
that objectionable progressions (parallel fifths, octaves, etc.) are 
avoided. 

Thus it happens that parallel thirds and sixths are of very frequent 
occurrence as passing voices and are sometimes combined with a 
fourth, forming passing chords of the sixth, and sixth and fourth. 


(See Lesson LXII.) 
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By combining the different species of nonharmonic tones, in har- 
monizing a given melody, the voice parts are made interesting and 
melodious. In fact, the licenses of progression which are allowed 
in part writing are entirely due to the independence and individual 
interest of the separate parts. Thus Bach illuminates the following 
simple harmony : 


Original harmony. Bach version. 
= S== = = eS fF a1 
{ r = 
a5 ian H pee: HH 
wee 
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ees ee EDRs FAIS 
2 i as et 
= Se Seale es 


The following chorals are to be first worked by altering the given 
parts (except the soprano ) with nonharmonic tones, so that a contin- 
uous rhythm of four quarter notes is present in every measure. 


peiee pearl 
eeeette "ey 
mi eie eA ke ae 
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After which they are to be rewritten, with original harmony from 
given soprano only, continuing the motion of quarter notes in any or 
all voices as before. 

Work out each chorale also in triple rhythm, i. e. with a contin- 
uous movement of three quarter notes in each measure. Thus: 


This work may be continued indefinitely with more elaborate 
rhythms of quarter, eighth, and even sixteenth notes ineach measure. 


Magnificent examples of such figured chorales are found in the organ 
works of J. S. Bach. 
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LESSON LXX. 
THE FIGURED CHORALE, CONTINUED. 


BASS GIVEN. 


The figured chorale with given bass, presents a slight peculiarity in 
harmonizing, viz.: in order to form a cadence at the end of each 
verse line the last bass tone must invariably be the root of a triad. 
This leads to somewhat freer modulation than is the case when the 
soprano is given. 

The chorales are to be worked out in the same manner as in the 
preceding lesson, viz. : 

I. Harmonized (as simply as possible). 


Bass given. 


——— i Bir ie 


Il. The same with passing tones, suspensions, embellishments, 
etc., in the upper voices. 


III. The same in triple rhythm with non-harmonic tones in the 


upper voices. 
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The complete chorales to be thus varied are, viz. : 


Eire aoe ae ee 
ee ee ee eee 
Ey eee aie See eee SS 
eee Siri ete eeeee 
So eo eee 
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LESSON LXXI. 


The chorale with alto or tenor given, is to be worked in the same 
manner as the two preceding lessons, viz. : 
I. With simple harmony: 


Chorale in alto. 


ees 


The complete chorale is as follows: 
No. 1. Alto. 


ee 


SS Se 
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No. 2. 


LESSON LXXII. 


ANALYSIS. 


In analyzing the given excerpts the following method is to be 
observed: 

I. Copy the piece carefully. 

II. Analyze the piece harmonically, indicating the derivation 
of each chord and all the modulations. Chromatic changes may or 
may not produce modulations. In all cases define the harmony as 
simply as possible. 

III. Indicate carefully all the nonharmonic tones ( suspensions, 
anticipations, organ points, etc.) and account for every tone. 

The following model shows the method of writing out the anal- 
ysis. This work may profitably be extended indefinitely. A com- 
prehensive study of the chorales by Bach is earnestly recommended. 


HARMONY. 224 


i 
i 


3 - 5 S ae aa. ‘i : zi : 5 a 
Peeves nei ee oe Rey dy go ed 
ond * so _ om . — —_ 
a @ “2 4o £ SO 8 8 Ba ‘5 
3} 3) bos Sas > Oo a iis ned 
te ae eee ee ee oa Pee Ohad eee ta ea 2 

om es 6 a o 3 § 8 S| bs & 9 & 

u a aS n Lo} rah A= resl Bic} io} 

eh isl Bae ass ny Og -s oa a Q Hy, = 

‘S Ete Cee eee Seen US a ee esc a 

= o a 48) 9° Qa 8 a? S| 

| ro) o rs) el a o v2 a 
Q = = e a iS) a A brat § 

& 3 a a rs a A a FS] = & 

ws 2 o cs) = a be SB fe) oo 

a) ea g Sie jae 

a) AS Ss Ss (S| =] 

e S a ORS 2 oa xe) 

M a & 2 = a a 

mt Es 45) © 

yy o o UP) f > 
g E E aS 
oe a a a 
© 7) 7) Aa 
re) ce a & 
HH & a 


The chorale is continued as follows: 


Tapes Pasar ne 2 i 
eae 


a 
'o 
bl 


ae 
ertp pat 
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peas cantabile. 


eet 
ee cr 8s a 3 srs oF zis frerts 
TS 


= Ps 


grea aaah 
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CHORAL MELODIES TO BE HARMONIZED. 
(ae a 
G45 SSS S=2 SS 
Ga pS SS 


gna See =e See ala = 
cere see see Po Bae 
ee oe Fens Ee ee eee 


Fane es oe ea ee See eee 
Fee eee eae eee 


Tie 
en etic’ 
GSS SS aS a eS 


SUE SN ed ot ee 
a ee eee 
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fi a co 5 
Egy ipa Stree reer earreres 


4 eee 
Qe tt Saar seats 


(22 Sa ae eee 


Jee SS eee 
Cea eel 


oN 
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ares 
13 oy Pa 
Vas Soler beer a ieser or a een ee 
2G? fas eam Se ee ed ee Siese 
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. SS SSS 


- 16, 
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rN 


aa aaa ae ae See 


CONCLUSION. 


The harmonic combinations formed by extending the series of 
thirds upwards from a given chord of the ninth, or secondary 
seventh (chords of ninth, eleventh, and thirteenth), have not been 
specially discussed in this book, for the reason that thorough practice 
in the use of the secondary seventh chords and suspensions has a 
tendency to develop these combinations in their most practicable 


form. 
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Only by experience does the student finally learn to make a virtue 
of necessity. Therefore, the author has not thought it necessary to 
reiterate warnings against hidden fifths and octaves, and against 
false relations, after their initial definition, preferring to leave these 
matters to the discretion of the intelligent teacher. 

All the given lessons in the use of the nonharmonic tones may be 
continued indefinitely, to the great advantage of the student, especially 
the lessons on the figured chorale, which form in themselves the 
most natural introduction to the study of counterpoint or part 
writing. 

The general laws of part writing may be briefly summarized as 
follows: 

I. No progression is rzghz if it can be altered for the better. 
II. No progression is wrong if it cannot be altered for the better. 

III. Any progression of not more than one degree which does not 
involve consecutive fifths, consecutive octaves, augmented seconds, 
or false relations, is not wrong. 

IV. Between a strong progression and a strong chord, choose the 
strong progression. 


